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An individual ' s connection to the 
world is facilitated by memory as it 
envelops every feature of human ex-
perience . In the absence of memory , 
meaning collapses . In architectural 
terms , if memory exists as the foun -
dation upon which meaning is built , 
if a person is to find and experience 
meaning in their built environment , 
architecture must necessarily engage 
its temporality . 
The focus of this project is archi -
tecture ' s peculiar mnemonic capacity 
as it relates to memory and place . As -
sociated themes are explored through 
theoretical , technological and design 
components . 
Included here are brief descriptions 
of the three components . The purpose 
of the technology and theory compo-
nents was to test and develop my un-
derstanding of the dynamics of memory 
in the built environment and the im-
plications of these dynamics for de -
sign and thought about architecture . 
Conclusions and discoveries then ma-
terialise in a design proposition . 
II 
• 
The theory component of this project 
contextualises the current status of 
memory in architecture and its treat -
ment by theorists , by looking at the 
history of functionalism and its role 
in severing the connection between 
the past and the present in the built 
environment . I trace the trajectory 
of the two popular axioms of ' Form 
Follows Function ' and ' Ornament is 
Crime ' because of their immense influ-
ence in the 20th century , on the place 
of memory in the contemporary city . 
I am concerned with continuity in the 
urban environment and the necessity 
of this continuity for people to be 
able to find meaning in their sur -
roundings . 
As a means of analysis , I use Aldo 
Rossi ' s critique of " naive function -
alism", and his theories on perma-
nence, type and locus, to understand 
the dynamics of the evolution of the 
city . Following on from Rossi ' s the -
ories concerning memory and the city, 
I will consider symbolic and senso-
rial mechanisms in artifacts that en-
able us to engage with and connect to 
history and culture . 
The technology component of this proj-
ect was concerned with the temporality 
of the architectural project with re -
spect to technology . It investigates 
the potential of building technology 
to either undermine or enforce auto-
biographical and collective memory. 
It considers weathering and ornament 
as mnemonic mechanisms that have the 
potential to remedy the alienating 
impact that the short-sighted use of 
contemporary technology has on build-
ings and their users. 
The following pages are included as 
reference , and are taken from my ini-
tial submissions . 
My design proposal re - appropriates the 
site of a permanent urban artifact in 
the heart of Cape Town ' s City Bowl and 
attempts to reverse its pathological 
tendencies through a reinterpretation 
of existing programmes in deference 
to my primary commitment to the con-
tinuity of memory in the built envi-
ronment . 
Fi g . 3 -
St Martini, Ger-
man Lutheran 
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UllBAN ~IEMORY AND "1'1-IE EVOLU'l,ION Oljl THE lJltBAN ENVlltONMEN'I,_ 
Au im•estigatiou into those Pl•imary Artifacts thut giw meaning to nnd <'Onstitute our memo••y oftbe city. 
Cesar Daly: "To neglect History, to neglect Memory, th~t which is owed to our ancestors, is then to deny oneself: it is to begin suicide." 
A city remembers through .its buildings and 
preservation of old buildings is analogous to 
the preservation 
of memories 
in the human 
mind. 
Al .. DO ROSSI'STHEORYOFPER~IAJ.~ENCES 
Propelling (Vital) elements I Pathological (Aberrant) elements. 
The persistence of these elements is a result of their capacity 
to constitute the city, its history and art, its being and memory. 
These elements have the power to retard or accelerate the urban 
process. The value of these artifacts often resides only in their 
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Fig . 4 -'Metropolis -City-
scape Montage #1 ' 
- Photomontage 
collage by Rene 
Cl6menti -
Bilinsky , 1972 . 
Urban 
Memory 
:and tl)(.~ l'~nllution of tlu~ ( -··bnn 
I'~ II\ h·onnu·nt 
·An investigation into the nature of 
those primary m·ban artifacts that 
give menning to niul constitute our 
memory of tile city. 
lnt •·mhwt ion 
~his paper considers buildings as 
instruments of memory and their cor-
responding role in meaning and the 
transference of culture , tradition 
and history in the evolution of the 
urban environment . I seek to contex-
tualize the current state of memory 
in architecture and its treatment by 
theori sts , by looking at the history 
of functionalism and its -role in sev-
ering the connection between the past 
and the present in the built environ-
ment . I trace the trajectory of the 
two popular axioms of ' Form Follows 
Funct i on ' and ' Ornament is Crime ' be-
cause of their immense i nfluence in the 
20th century, on the place of memory 
in the contemporary city . I am con-
cerned with continuity in the urban 
environment and the necessity of this 
continuity for people to be able to 
find meaning in their s u r r ou ndings . As 
a means of analysis , I use Aldo Ros-
si ' s critique of " naive functional -
ism" , and his theories on permanence , 
type and locus , to come to grips with 
the dynamics of the evolution of the 
city . Following on from Rossi ' s the-
ories concerning memory and the city, 
I will consider symbolic and senso-
rial mechanisms in artifacts that en -
able us to engage with and connect to 
history and culture . 
You have to begin to lose 
yotir memory, if only in 
bits and pieces, to t•eal-
ize that n1e1nory is what 
makes ottr lives. Life 
withottt memory is 110 
life at all ... 0-.Ir memory 
is 011r coherence, ottr 
reason, otn• feeling, even 
our action. Withottt it 
we are nothbtg ... 
- Luis Bunuel (Moody, 1992 p . 86) 
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, 
. , , 
. . 
- Cesar Daly (Boyer , 1996 p . 16) 
B oth autobiographical and 
collective memories are integral 
to one another . They exist as the 
foundation upon which meaning is 
bui lt . Dianne Chisholm posits that 
memory is possible because it is 
collective . ' An individual knows 
herself or himself as a being of 
enduring , if evol ving , character 
because she or he possesses memories 
that are collectivelx articulated, 
Fig. S -Panorama of Cape 
Town's 'city 
bowl'. 
From ccver of 
' Build1.ngs of 





(<:ape Pr ov1.nci al 
Institute of 
Architects , 1982) 
revised , and confirmed'. (1953 
The City of Collective Memory , 
2001 pp . 195- 243) Thus , individual 
connection to the world is facili tatedby 
memory, as it envelops every feature 
of human experience . Memory is also 
the link between the lived- in now , 
the past and the future . ,t'..;U~ 
memory ' the constructior: ...£!.. meavinq 
cannot happen . 
It is logical then that in the 
experience of meaning in the built 
environment , a correspondence 
between an individual ' s memory and the 
embodied memory of the architecture 
itself will occur . To speak of a 
building as having memory is to give 
words to its relationship to time and 
to history . 
The patina of age a bui l ding acquires 
as time passes contextualises it in 
the time line of its life to date . 
Scratches , weathering and layered 
coats of paint are manifestations 
of its memory, hinting at the life 
the building has had . A building ' s 
memory is also connected 
visible relationship to 
indicated through its style 
to its 
history , 
or type . 
Every building will always vis -
ibly express its relationship to 
time in this way , by its very nature 
as a man - made artifact because , as 
physical constructions , buildings 
exist in time and in place . 
As inhabitants of buildings, we bring 
to any building a unique personal 
history , constructed by individual, 
autobiographical memories . This is 
the backdrop and context of human 
experience when engaging the built 
environment . 
(Mostafavi , et al ., 1993 p . 12) 
In many ways , users of bui ldings are 
responsible for the construction of 
meaning , as personal experience and 
memories come to bear on the complete 
situation . Situation is here used to 
mean the entire context of a build-
ing ; its memory , meaning and immediate 
environment . We encounter every pos-
sible type and quality of building and 
to varying degrees we will feel led 
to engage it and in that engagement, 
meaning will be constructed or dis-
covered . Bloomer hypothesizes that 
meaning is made -~~b.~.P.. .•. ~.t..n~ ....... ti.£..U.JJ.£i.at:Y. 
between the ' container ' and the ' con-
~-...... IIIMIQiolalii, .. IIIIJI,._.."''"'"'" .. III!IIU''"Ialll'"'"'""lllillllll~~ .. ~~~!ll .. ," .. ~llllllllllllll!llllll-
~~ll.~~III:IIIIIIIM~t~~~~~~~~~~~~t~~~~~~~~&lM~III~n~lnlllllllllt~tll~l~~£;!i~.~ 
m~~<?u!-:~!lll~~-~~~·~~uf~f.~-·~~~~~·~h,~~t~.~~~~~~~ .. ,.,!:,~l~l!?ll~~~ 
,r.t.i.t1~·~'.ll'-,J!l~<?.U~~~~E-~~~~~~~~~~~l?,~,~~~~~~ll£~~;.: 
(Bloomer , 1987 p . 30) 
The special nature of this relation-
ship between memory , meaning and en-
v i ronment , necessitates the use of 
Aldo Rossi ' s concept of locus , or 
context. The etymology of the word 
context is helpful ; originally ' con-
textere ', which is literally a weav-
ing together . 
Sigfried Giedion (Giedion , 1967 
p . 5) 
In addition to the variable aspects 
of a building' s context and situa-
tion , like environmental quali ties 
such as time of day and year or psy-
chologica l qualities such atmospher e , 
the building itself will always dis-
play aspects of its own history . The 
building ' s communication of itself 
here becomes integral to the user ' s 
experience of memory . The success 
or failure of architectural memory 
greatly depends on the user ' s ability 
to perceive the information that is 
being communicated by the building in 
its entirety . 
24 
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A city remember s through its bui l d -
ings , Aldo Rossi argued , so the pres -
ervation of old buildings is analo-
gous to the preservation of memories 
in the human mind . The purely materi -
al processes of physical and program-
matic changes to buildings are the 
domain of history . In contrast to 
this , it is the s uccession of events 
that constitutes a city ' s memory , and 
to make sense of the urban environ-
ment , it is val uable to consider this 
psychological context of t h e city ' s 
memory . 
It follows that a very real threat ex -
i sts to memory in the urban environ-
ment i n t h e form of ' development '. If 
' deve l opment ' sweeps bu ildings away , 
then memory loss and identity cri sis 
threaten , and t h e city loses i ts t y -
pology (its memory forms) , and can no 
longer effect i vely act as a mnemonic 
device for its inhabitants . 
'We may live ll'ithout her, and 
worship ·without he1•, but lve 
cannot renleinbei• lvitbout her. 
How cold is all history, how 
lifeless all imagery, coinpm•etl 
to that lvhich a living nation 
writes, mul the tmcorrnpted 
1narble bears. How 1nany pages 
of doubtft.l reconl might we not 
often spm•e, for a felv stones left 
one upon one another!' 
- John Ruskin (Ruski n , 1865 p . 147) 






Unt r aceablo: 
source . 
Fig . 7 -Plan Voisin for 





" ... there are but two st r ong conqueror s 
~J tt1e forgetfulness of men , Poetry 
a.nd .;rchi teet ure ; and the latter ir. 
scxne sort .:._ncludes the former , and is 
:nigh tier in i t.s reali t.y . It is \1ell to 
nave , not only what men have thought 
and felt , but ~~at their hands have 
nandled , and their strength wrought , 
and their eyes beheld all the days of 
i.:hf!ir life ." 
- John Ruskin (Ruskin , 1865 p . 148) 
- Baudrillard . (Foster , 2002 p . 138) 
S ome critics have described the 
present situation in the bui l t envi-
ronment as a crisis of memory ; a kind 
of collective amnesia . In the last 
century, the persistent Modern agenda 
of transcendence has lead to urban 
environments globally where historic 
disconnection is experienced . This 
has led the public to look for meaning 
and connection in other detrimental 
ways . Consumerism is one of the most 
notable distractions from this acute 
feeling of alienation . 
" Identities are the names we give to 
the differen~ ways we are positioned 
;.....,~:/ , ano posi ;:ion ourselves in , the 
narratives of the past . " 
Stuart Hall Cultural Identity 
and Diaspora (Braziel , et al ., 2006 
p . 52) 
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Writ i ng in the earl y 20t h century , 
Siegfried Giedion recognized t he im-
portance of h istory and the need to 
estab lish a healthy relationship be-
tween t h e past and the present for 
our sense of p l ace and well being , as 
a prerequisite for progress i n soci-
ue•Ju~-"' t o 
(Gi edi on , 1967 p . 7) 
It is helpful to extend the anal ---ogy between a c i ty ' s memory and a 
p e r son ' s . In t he pu rsuit of healthy 
connection , we can rely on h i sto-
ry to reveal the forgotten elements 
of t h e c i ty ' s being in the same way 
that human pa r ent s can revea~ 
their ch ildren chi l dhood and familia l 
i d i osyncras i es t hat , independent of 
the c h ild' s consciousness , cont i nu e 
t o de t e rmine h i s nat u r e . 
How much of the memory is 
good fot• the preseut, ·which 
wotdd help us to connect lvith 
the past and work towan:ls a 
guaranteed social stability? 
Where sbotdd these memories 
be stored so tltat they don't 
btn"tlen the pt-esent llith 
nDDecessary remembrance? 
What are the methods of 
recalling forgotten Inetnories 
and hidden traces for conscious 
narrations? 
rl1tecoursethatthe 20th centln·y 
took lvith t•egards to history (de-
nial, repression aud attetnpts to 
eradicate), h&4j naturally threat-
enL--<1 our ability to find 1neaning 
in the built environment. Con-
~ifleration lvill nolv be given to 
holv buildings have C(nne to ne-
gotiate this complex relation-
sbip beflveen tlte past, present 
and the ftttltre, in terms of the 
Ftmctionalist tradition and its 
Having establi she d t h e i mp ortance influence 011 the evolution ofthe 
of memory in t he built environment , urban envirolliDent. 
t he following questions by Christine 
Boyer give furthe r str uctur e to the 
d i scourse , the poss i ble answers to 
whi ch will b e explored t hroughout 
this paper . (Boyer , 1996 p . 25) 
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Fig . 8 -Antonio 
Sant'Ella, Futur-
ist Archl.tecture. 
(t.r,<w . viswiki . com/ 
en/Futuxist_ar-
chitecturel 
'l,IIe I\ I olle•·•• ,.ras ~ 
() t• ,.l,I•ailSCCil() CII<-·~ 
l'hc.• Uc.•m:md f(w ( 'ontinuit) 
(Mostafavi , et al ., 2005 p . 18) 
A t the turn of the 20th century, 
the enlightenment tradition ' s faith 
in the machine and in progress pro-
duced remarkable revolutions in all 
spheres ; rather noticeably, faith in 
technology : 
- Frank Lloyd Wright in ' The Art and 
Craft of the Machine ' (Braham, 2007) 
~7 
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In the 19th century, Victor Hugo saw 
the advent of how the technology of 
the printing press would replace 
the 
a reaction to the ornamental archi tec-
ture of the 19th century, described 
by modern architects as overly senti -
mental , picture sque and eclectic . Un-
precedented invention and production 
(Hugo , was experienced . 
1834) 
p . 329) 
Moderni sts aimed for a radical 
aesthet i c puri sm that was also largely 





it of the 
expressed the spir-
new age , and that would 
the limiting styles , 
and technologies of 
architecture past . This ideology 
of progress sought to be liberated 
from history , famously demonstrated 
by Walter Gropius , who wished to ban 
the teaching of architectural history 
from the Bauhaus . In ' Modernism and 
the Revenge of the Book' Jencks de-
scribes this feature of modern archi -
transcend 
materials 
tecture as a seu· inftictL-..1 loss of 
historical consciousness. 
(Rattenbury, 2002 p . 174) 
To date , rational meaning and histor-
ical consciousness has come to be re-
placed by consumption , where meaning 
has iron i cally become a saleable com-
modity . ' Meaning ' is purchased and 
used to construct world views as the 
situat ion demands . Consumers , accord-
ing to personal preferences , can now 
easily historical vantage 
t 
2005 p . 77) 
Contemporary architect u re reflects 
thi s high capitalism as a producer of 
commodities to be consumed . Society 
is now dominated by consumer appe-
t i te . A myriad of choices with which 
consumers are confronted with every-
Fig . 9 -Printing Press. 
(>MW . ralphmag. 
or g) 
day , causes a breakdown in our abil -
i ty to sustain a world view larger 
than the present moment . 
This state , (ar chitecture ' s having to 
compete with the pace and nature of 
other cornmodi ties) , has lead archi -
tecture to be ' increasin.s.;l x,.~~ 
with the present , and to neglect
about permanence , stabi l ity and h~ 
tory . 
'Architects have becon1e increas-
ingly obsessed "lvith images and 
image making, to the dett·iment 
oftheir discipline. The sensory 
stimtdation induced by these 
i1nages may have a narcotic 
effect that dinlinishes social 
and political awa1•eness, leaving 
u•chitects cosseted "lvithin their 
aesthetic cocoons, remote fi•om 
the actual concerns of every(lay 
life. The Intoxication of tile 
aesthetic leads to an aesthet· 
ics of intoxictttion and a con· 
sequent lowering of critical 
awareness. What •·estdts is a 
culture of mbulless constunp-
tion, whe1•e there is no longer any 
possibility of Ineaningfid (lis-
course. In such a ctdture, the 
only effective strategy is one of 
seduction. Arcllitectural design 
is •·educed to the superficial}llay 
of empty, seductive fo••n1s, and 
philosophy is approp1•iated a..~ 
an intellectual veneer to justifY 
these for1ns.' 
- Nei l Leach (Leach , 1977 p . VIII) 
Bernard Tschumi has stated that all 
of culture , including a r chitect ure , 
is now aestheticized , meaning re-
duced to the realm of the i mage . 
This reduces history to a series of 
p . 23) 
Arch i tecture in this state suf~ 
?Cute l y in its abilit y t£,,..,provi £.,e, 
££ll.l!!ll.:.~ 
- Raphael Moneo (The Idea of Lasting 
- a Conversation with Raphael Moneo , 
1988 pp . 146- 157) 
There is a widening chasm be -
tween the past and the p resent i n 
architecture . Another way of describ -
ing the condition is as a break between 
29 
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reality, space and time . Put posi-
tively , architecture has an extremely 
influential role and much potenti~ 
ground us in reality , provide co~ 
nuity and remedy the alienatio~ 
!fiOdern life . 
Having briefly considered the ' how ' of 
Modernism, attention must be given 
to the ' why ', which manifests most 
clearly in the modernist philosophy 
of functionalism , and its influence to 
date on modern life , architecture and 
thought about history . 
30 
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Fig . 10 -Le Corbusier, 
Villa Savoye, 
Poissy, 1929. 
(wHw . stol:,f.edu) 
Fig. 11 -Functionalism, 





20th century architectu re 
has much to answer for in terms of 
its memorial legacy . Possibl y , the 
two most influential ideas by which 
the modern movement became known were 
many 
tory . 
These two axioms in 
ways fixed Modernism' s trajec-
They include in themsel ves a 
summary of the modern understanding 
of self and have had t r emendous influ-
ence in the formation and evolution 
of our contemporary cities , as well 
as the role and priority of history 
and memory therein . These assertions 
are functionally opposed to history 
and memory , and so by following the 
two strains through 20th century ar-
c h itecture , we will be able to better 
understand the contemporary situation 
of architectural memory . It will 
also lead us to a better understand-
ing of Aldo Rossi ' s valuable theories 
and his critique of functionalism . 
In recent years , the history of both 
modernist architecture and modern-
ist design theory has gone through a 
series of att:empts at radical revi -
sions . Theorist ' s readings of mod-
ernist architecture and design have 
become increasingly removed from the 
modernist self- understanding . 
Reyner Banham called ' form follows 
function ' an in the 
1960 ' s , and this is taken for granted 
31 
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today , but this empty jingle preoc-
cupied several generations of archi-
tects and designers . (Banham, 1960 p . 
320) 
Irrespecti ve o f i ts theories and phi -
losophies , the functionalist notion 
of design eventually came to func -
tion as a blank slate . Architects 
and designers f e l t f ree to define i t 
in ways that always legit i mi zed their 
own aesthetic priorities . Practi -
cally, the ' jingle ' that ' form f ol -
lows function ' proved inf easible 
as a design precept for objective 
des i gn . Instead of bringing an end to 
formali sm, it i naugurated and justi-
fie d a n e r a of cove r t l y f o rmalist ap-
proaches to architecture and des i gn , 
in the wake of a war against t hat 
very idea . (Form Follows What? - The 
Moderni st Notion of Function as a 
Carte Bl anche , 1995) 
3:l 
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Fia. 12 ---Louis Sullivan's 
Wainwright 
Building, Saint 
Lcuis , Missouri , 
lJS!'\ . 
{www . commons . wi -
ldrnedia . org) 
was coined by 
the American architect Louis Sulli -
van in his article .:.:~all Office 
Buildina ArtisticallX Considered' 
published in 1896 , where Sullivan 
presented his approach to the emerg-
ing building type . Sullivan claimed 
that the vertical character and the 
tripartite model of his design was a 
' natural ' result of a universal law . 
Louis Sullivan (The Tall 
Office Building Ar tistically Consid-
ered, 1896) 
The phrase eventually came to be used 
to encapsulate modernist ambitions , 
with its inherent claim that the Mod-
ern Epoch was charged with new , pre-
determined forms ; a new , predestined 
a esthetics speci fic to t his epoch . I t 
became the duty of the designer to 
' channel ' this new , objective aes -
thetic , which claimed to be indepen-
dent of anybody ' s tastes or prefer-
ences . 
However , the formula masks the remark-
able claim that function is something 
that precedes and exists independent -
ly of form . In both natural and social 
sciences , it is in fact that form pre-
dates function . Function only origi -
nates in relation to existing forms 
or phenomena . As long as we consider 
function to refer to actual function -
ing , form always precedes function , 
since the notion of function is dis -
covered only by observing an exi st -
ing form . Alternatively, i f intended 
functioning is meant by their use of 
' function ', the form is yet to be . 
Only in this sense can form be said 
to be following function . 
This understanding , however , that 
forms of buildings and products should 
follow the purposes for which the 
buildings and products are intended is 
a trivial statement , and one that the 
hated revival ists of the 19th century 
would have readily agreed with . This 
idea that form follows human wishes , 
demands and preferences could not be 
taken for a new design principle very 
different from those of the 19th cen-
tury . There is little doubt that in 
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any neo- baroque facade of the last 
century , the forms followed purposes 
in this sense . 
However , such understanding of the 
word function , or purpose , would only 
reinforce the legitimacy of demands 
of human users , clients , or builders , 
on architects and designers . Under-
stood this way , the dictum' s argument 
for objective forms , independent of 
both the user ' s and the designer ' s 
aesthetic preferences collapses and 
the whole functionalist assumption of 
moral superiority and its criticism 
of historicism and eclecticism in de-
sign disintegrates , unless the notion 
of function is taken to refer not to 
purposes of humans , but to metaphysi -
cal ' Purposes '. 
The key to understanding the func-
tional ist notion of function seems to 
be the finding that the not i on does 
not refer to a common sense concept 
but rather to a denizen of a sep arate 
reality (functionalist design meta-
physics) . 
In summary , the 
tion of function 
functionalist no-
did not refer to 
the world of preferences , wishes and 
demands of human users , but rather 
to the alleged Purposes of the ' Mod-
ern Epoch '. The functionalist claim 
that function exists prior to form 
is logically consistent only when 
the notion of function is understood 
as an ' objective purpose ' imputed to 
an other- than- human intelligence . 
The requirement that func tion ought 
to be the starting point of design 
in this sense is understandable , be-
cause function becomes an objective 
rather than a subjective demand . In 
other words , it is only within the 
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framework of ' functionalist design 
metaphysics ' that the functionalist 
notion of function, and the dictum 
' form follows function ', makes sense 
as a revolutionary idea . 
This promise of an epoch of fault -
less harmony of both functional and 
aesthetic worlds had tremendous glob-
al influence on designers . Design-
ers thought themselves to be applying 
neither old forms , (as historicists 
did) , nor simply devising new forms 
but rather revealing true , f unctional 
forms . These functional forms were 
argued to be the anti t hesis of the 
formalist architecture of historicism 
and eclecticism . The force of this 
thinking was so strong that it became 
morally reprehensible to design forms 
other t han those that were supposedly 
intrinsic to ' functions ' . 
Furthermore , since functional forms 
were not conceived according to aes -
thetic preferences of anyone in par-
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ticular , they would be acceptable , 
even pleasing , to everyone , regard-
less of social or cultural background . 
The functionalist designer would have 
mai ntained that he was therefore cre-
at i ng a common architectural language 
that transcended time : since such 
forms were not related to any fash -
ion , they could not go out of fashion 
either . They wou ld not age , because 
they were fundamentally timeless . 
The functional language of forms 
sought to end the wasteful use of re -
sources , implied in the fashion - based 
changes of forms , as well as the aes -




The exercise of the profession was now 
infused with a new sense of purpose , 
creating a strong sense of solidarity 
among the architects . As the mod-





ernist designer ' s claims to authority 
increased, his role took on a more 
edifying bent as he revealed what was 
best for users and clients , aestheti -
cally and functionally . · ~ ~~ncep­
tion of the users and their lives be-
came increasingly idealistic to the 
point that to qualify as,_a user wor-
thy of the functionalist arcp~}.~ct ' s 
attention one had first to gualify as 
a ' Modern Man ' , whose tastes and re -
quirements r_;;flected thqse .o..f t~~ .... mod;. 
ernist architect himself . The more 
architects trusted that their func -
tional starting points guaranteed ob-
jective aesthetics , the less they un-
derstood their formal solutions to be 
in reality addressed to the aesthetic 
sensi ti vi ties of their professional 
peers . 
Due to the functionalist dominance 
of design education since, the 1950s, 
and the increased faith in function -
al starting points that guaranteed 
objective aesthetics , thE7, education 
of would- be architects and design-
ers was geared mainly to tastes and 
needs of their own privileged group, 
and to those of clients with avant-
garde tastes . Students were no longer 
taught the need for architecture to 
be meaningful to its owners and us -
ers , and the importance of signs of 
social or institutional belonging and 
historic continuity~ 
To conclude , the Functionalist strand 
of Modern architecture and design was 
largely driven by formalist purposes 
under the guise of objectivity that 
gave architects unmitigated autonomy 
that progressively widened the gap 




Fig . 16 -Ornamented 
building in Perth 
CBD , Western 
Australia . 
Author ' s picture . 
Fig . r -Perth Council. 
House, Jeffrey 





Author ' s pi cture . 
011 Ot•tlatlletlt 
(Mostafavi , et al., p. 18) 
philosophies of Adolf Loos 
and Louis Sullivan have influenced the 
course that Modernism followed remark-
ably . Sullivan is less well known for 
h is views that ornamental treatment 
endows a building both with life and 
individuality . This view character-
izes Sullivan' s approach to design in 
the 1890s , when his most prolific pe-
riod as an architect was also his most 
profu se in terms of h is ornamentation 
of t he building fabric . 
In many ways Sullivan ' s statements 
regarding ornament with all its qual -
ifications , are in conflict with those 
of Adolf Loos, who took a much more 
severe approach, even though his 
buildings, like Sullivan's are also 
adorned in various ways. 
Gottfried Semper's theory on ornament 
is on the opposite end of the spec-
trum . For Semper, the functional and 
structural requirements of a building 
were subordinate to the semiotic and 
artistic goals of ornament . 
For Loos, ornamentation was an im-
pediment to progress . His view was 
that ornament was used in traditional 
societies as a means of differentia-
tion for which there was no need in a 
modern society . Loos believed orna-
mentation had lost its social func -
tion and had become unnecessary . 
I ' : -: ~,~_.: t~t-.= ~-_:._= -
~ - .- ... _.': ~ ~ ~ ~ -_ - ~ -' 
,--_ ... : _._-:__ -=--· ~-. _.._ ... __ -
Y'---- - • ~ •• o A • 0 -.., 1•: •.,' ~ = ~-' 
- - - • - - I . -~~· - ~- . 
(Tournikiotis , 1996 p . 23) 
Like 'Form follows Function' , 'Orna-
ment is crime ' was taken up as t he 
rallying cry of the modern movement : 
a radical, puritan manifesto that en-
couraged the suppression of ornamen-
tation in modern arch itecture. Among 
Laos ' writings, Ornament and Crime 
is, without doubt, t he most famou s . 
It resonated with t he functionalist 
agenda. 
He accused his contemporaries of 
using ornament as a way of masking t he 
mediocrity or their c u lture and their 
social condition . His position on 
clothing clarifies his position on or-
nament: clothing for Loos was a natu -
ral envelope that should neither be 
the sign of an artificial personality 
nor a manner of deception . 
' -=- .. .:::: ~-:- _::: ,_--; r.· .: ~ ::_1::- -· 
~- • •. ~ • -- -·- • • f • "' :: ; I ~ • • - .::.:. -= 2._ - -
-:. - ~ : -:. . -: ~ - ~ - - - - , - - :- --. ._ ~ : - ~ -
:= . ~ :. ~ s -:; :. :~ : ·- _ · .! .:_ • -: ...- • r ' 
otis, 1996 p . 24) . 
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Loos likened ornament to fashion that 
reduced the durability and adaptabi l -
ity of objects : 
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Loos in ' Ornament and Crime ' 
(Pevsner , 2000 p . 28} 
He did not , however , insist on t h e 
suppression of all architectural or-
nament , and he practiced and approved , 
on the contrary, of some decoration 




Fig. 19 -Clothing adver-
tisement by Adcl f 
Loos . Untrac eabl e 
source . 
Fig . 20 -Building by ~~olf 
Le>os . Untraceable 
Source . 
Fig . :1 -Building by Adolf 
Loos . Untraceable 
source . 
considered as a set of rules (issuing 
from properly worked materials and 
from the ' grammar ' of classical lan-
guage} that he agreed to observe so 
as to render architecture more palat-
able . He saw this classical grammar 
as capable of conveying, simply and 
directly, the identity of a struc-
ture. 
However, outside Vienna and distanced 
from the causes that engendered it , 
Loos considered the initial meaning 
of his essay, with its provocative 
title, to have been altered . 
In Paris , it was received as a 
purist manifesto that demanded the 
total suppression of ornament ; 
( ' Ornament IS crime ' ) . This slip-
page of meaning ; the identification o f 
ornament in general with crime , even 
shocked the author himself . As he 
wrote in ' ornament and education' : 
(Pevsner, 2000 p . 24) 
It is easy to hear a battle cry 
against ornament in Adolf Loos ' writ-
ings . He is much more severe than 
Sullivan, who seems to battle against 
his own romantic connection to orna-
ment . Louis Sullivan proposed a need 
for consistency and organicity in 
building expressions . This lead to 
ornament that grew from the material 
organization and that was inseparable 
from it . Sullivan was very hesitant 
in his promotion of ornament though , 
and went to great lengths to qualify 
its appropriate use . His view can 
be summarized by the following state-
ment , 
Sullivan takes it as self- evident 
that ornament does not heighten the 
intrinsic elemental properties of 
architecture, and that a building 
devoid of ornament (if such a thing 
is possible) can be sufficiently 
dignified by virtue of its mass and 
proportion . 
To qualify an approach for justifiable 
and appropriate ornament he rei ter-
ates that : 
p . 187) 
By equating inappropriate ornament 
to vandalism, Sullivan echoes Loos ' 
concerns and allusions to moral de-
generacy . However , reiterating that 
ornament should not be considered all 
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together superfluous , Sullivan contin-
ues his qualifications for its permis -
sion by an appeal for restraint in our 
tendency to decorate , t h ough he does 
freely admit to his own romance with 
ornament. 
1947 p . 187) 
He argues for consistency and unity 
between mass and ornament and alerts 
us to the enormity of the task as well 
as the reward . He also affirms the 
place of ornament in providing his -




1896 p . 188) 
Considered, 










The ideological abandon of ornament 
from modern architecture flowed d i-
rectly from Modernism' s disrespect of 
history and tradition . It follows 
that ornament has a powerful role to 
play in architecture as objects of 
recollection . 
In spite the Hodernist denunciation 
of ornament , many buildings through-
out the 20th century continue to 
effectively relate to the public 
through ornament by creating sensa-
tion and affect . Architecture needs 
such mechanisms as ornament that al -
low it to become connected to cul -
ture . It achieves this by continually 
capturing forces that shape society 
as material to work with . Carefully 
considered ornament has great com-
municative potential with regards to 
culture and memory and as a means of 
engaging the urban setting . Ornament 
is necessary and inevitable and pro-
duces affect and resonance . 
Ornament should not be applied to 
buildings as a ' discreet non- essen-
tial entity' but there should be an 
internal order between ornament and 
material . These kinds of internal 
orders produce contemporary expres-
sions that are resilient in time . It 
is through these internal orders and 
consistencies that architecture gains 
an ability to perform relative to cul -
ture . Ornament of this kind emerges 
from the expression of embedded fore-
es and materials , through processes 
of construction , assembly and growth . 
It is through ornament that material 
transmits affect . Ornament is there -
fore necessary and inseparable from 
the object . 
4 5 
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collage by Rene 
Clementi - Bilin-
sky , 1972 . 
Fig . 24 -Sketch of Long 
Street by Author . 
te Cib' as • 
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1984 p. 131) 
~do Rossi was one of the Func-
tionalist Movement ' s severest cri t -
ics . His book ' The Architecture of 
the City ' was in many ways a critique 
of the functionalist notion that had 
taken hold of the Modern Movement . 
The book nevertheless reflects am-
bivalence with respect to tJJodernism 
suggesting Rossi ' s own uncertainty 
as much with the general ideology of 
Modernism as with the failure of the 
specific aspirations of modern archi-
tecture . Rossi's anxiety with re -
spect to Modernism is thus refracted 
through his sympathy with its very 
concerns . 
Rossi ' s critique calls into ques -
tion the modern notion of function in 
particular . He emphatically denies 
the explanation of urban artifacts in 
terms of function . 
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artifacts in terms of 
ftutctiotl must be 
rejected if the isstte is to 
elttcidate their sti•ttchtre 
a11d formation.' (Rossi , 1984 
p . 46) 
He assents that functionalist theory 
is convenient as a means for elemen-
tary classification, but only as a last 
resort, and since we don't have a sub-
stitute for the term . It is tolerable 
as long as it only serves to maintain 
a certain order , and provide us with 
straightforward instrumental facts, 
and does not pretend that an expla-
nation for more complex facts can be 
derived from this same order . 
4S 
• 
Rossi turns idea function 
preceding form (as implied in ' form 
ever follows function ' ) on its head , 
maintaining the opposite view, that 
form precedes functions, and persists 
through functional transformation. 
'. .. if tu•ban artifacts llrere con-
stantlv able to refor1n an(l re-.. 
new themselves simply by es-
tnblishiog new functions, the 
values of the urban structure, 
as revealed through its ru•cldtec-
ture, lVotdd be continuous and 
easily available. 
The permanence of btilldings 
and for1ns lVotdd have no sig-
nificance, and the very idea of 
the tJ-ausmission of a ctdture, 
of lvhicb the city is an ele1nent, .. 
wotdd be questionable. N one of 
tills correspond~ to reality.' 
(Rossi , 1984 p . 46) 
As an alternative to understanding 
the city and its transformations and 
to classify urban artifacts in terms 
of function , Rossi suggests his defi -
nition of type to be used . His de -
scription of the city is concerned 
primarily wit:h its form and through 
a formal analysis using type he in-
troduces his ideas about history . To 
represent history , Rossi uses the 
analogy of a ' skeleton' whose condi -
tion serves as a measure of time and , 
in turn is measured by time . Past and 
future actions bear their imprint on 
this skeleton . 
Architecture ' s history therefore lies 
in its material , and typology becomes 
the instrument of time ' s measurement 
in the city . This understanding of 
the process of time can be seen in 
Rossi ' s concept of permanence , which 
affects collective and individual 
artifacts in the city in different 
ways . 
According to Rossi ' s understanding , 
an urban artifact can be a building , 
a street or even a district . The 
significance of urban artifac t s in the 
city lies in their tendency to point 
us to certain major themes , individu-











the site of the 
Roman amphi the-
ater 
(Rossi , 1984 p . 
139) 
Fig. 26, ~7 
Two registry 
maps of the 
amphitheater i.n 
Nimes, Fr3nce , 
1782 and 1809. 
indicating 
proprietors and 
trades (Rossi w 
19(14 p. 91) 
Fig . ~8 -St Martini , Ger-
man Lutheran 
Chu:cch and Manse 
i.n Lonq Street, 
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show how the architecture of 
urban artifacts emerges in the dy-
namic of the city, Rossi discusses a 
number of European cities . 
In the case of Nimes in France , an 
amphitheater with a very singular , 
precise form and function became 
transformed through a series of dra-
matic h istorical events , reversing 
its function as theater to become a 
fortress , enclosed to defend its in-
habitants . 
Similarly, in Villa Vicosa , Portugal , 
a city developed between t he walls of 
a castle , the walls comprising its 
exact boundaries and landscape. 
In either case , only the pre- existing 
conditions of a closed and stabl e form 
permitted continuity and t h e produc-
tion of successive actions and forms . 
The presence of these cities , their 
meaning , architecture , and the actua l 
way they came to be defined , is a re-




~~orne urban artifact~rsist as a 
result of their capacity to consti 
tute the city; its history and art , 
its being and memory . Rossi calls 
these artifacts , permanent , as thev 
are a past that we are still experi 
encing . These physical signs of the 
past persist in a city' s basic layout 
and plans . The value of these arti -
facts often resides solely in their 
form, which is integral to the gen 
eral form of the city . 
Two main permanences at work in the 
evolution of the city are housing and 
monuments . With respect to the fir s t , 
Rossi distinguishes between housing 
and individual houses . Housing is a 
permanence in the city, while hous-
es are not ; thus , a residential dis-
trict in the city may persist as such 
over many centuries , while individual 
houses within a district will tend to 
change . With respect to monuments , 
the relationship i s the opposite , for 
here it is the individual artifact 
that persists in the city . Monuments 
are dist:inguished from housing , the 
other primary element in the city, by 
their nature as a place in the city 
with symbolic function , and thus a 
funct i on related to time , as opposed 
to a place of conventional function, 
which is onl y related t o use . 
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A monument is considered to be a 
primary artifact and is dialecti -
cally related to the city ' s growth , 
and this dialectic of permanence and 
growth is characteristic of time in 
Rossi ' s skeleton- city . It implies a 
city which not only possesses a be-
fore a nd an a f t e r, but whi ch is defined 
by their interrelationship . 
These primary urban artifacts can 
either retard or accelerate the pro-
cess of urbanization in a city . Thus 
they are catalytic . 
'Sometilnes these arti-
&-..cts persist virtually un-
changed, endo,ved nith a 
continuous vitnlity; other times 
they exhnust themselves, nnd 
then only the permanence of 
their fot•tn, their physic...J sign, 
their locus retnains. r.rhe JOOSt 
tneaumgnd perm,mences are 
those provided by the stt•eet and 
the plan. The plan persists at 
different levels; it becotnes dif-
ferentiated in its attributes, of.. 
ten deformed, but in substnnce, 
it is not displaced.' 
(Rossi , 1984 p . 59) 
In this respect , permanent artifacts 
are either propelling/vital elements , 
or pathological/aberrant elements . 
They either enable us to understand 
the city in its totality , bringing 
the past int o the present for us to 
experience , or t hey appear as a se 
ries of isolated elements that we can 
link only vaguely to an urban system 
appearing with respect to the city as 
isolated and aberrant . 
Fig . 29 -Acropolis, 
Athens , Greece . 
Fig . 30 -
Pal.azzo dell 
Ragione p- d a 
Italy {~ a.ua , 
1984 oss~ , 
p . ~9i 
• 
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To illustrate the distinction between 
permanent elements that are vital and 
those that are pathological , Rossi 
uses the Palazzo della Ragione in 
Padua as an example where the physi -
cal form of the past has assumed dif -
ferent functions and has continued 
to function , conditioning its urban 
area and continuing to constitute and 
important urban focus . This build-
ing proves its vitality in that it is 
still in use as a retail market , even 
t hough it is considered more as a work 
of art . Alhambra in Granada is used 
as an example of a pathological per-
manence that defies ' naive function -
alist ' classifications . It no longer 
houses either Moorish or Castilian 
kings . At Granada , the form of the 
past is experienced in a way that is 
qui t e different from at Padua . 
The form of t he past has assumed dif-
ferent functions in Padua , but it is 
still intimately tied to the city . 
It is synchronized with t he urbaniza-
tion because it is not defined only by 
an original or previous function , nor 
by its context , but has survived pre-
cisely because of its form, one which 
is able to accommodate different func -
tions over time . It has undergone 
modifications , and will undergo future 
modifications as it evolves with the 
rest of the social and technological 
environments . It continues to func -
tion as a record of time . 
Granada stands isolated in the city; 
nothing can be added. It constitutes 
an experience so essential that i t 
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cannot be modified . It functions more 
like a museum piece , something that 
stands outside of technological and 
social evolution . Such preserved or 
pathological permanences , often tend 
to owe their permanent character to 
their l oca tion within a specific con-
text . In both cases , the urban arti-
facts are permanent and parts of the 
city that cannot be suppressed . They 
constitute the city . 
This argument about permanences , is 
the body of his critique of ' naive 
f unct ionalism' through its formal ex-
planations , and contains within it 
Rossi ' s concept of specific place or 
locus solus . 
Fig . 31 -
Pa~azzo del~a 
Ragione, Padua , 
I t o.ly (Rossi , 
198 4 p . 31) 
Fi g . 32 -Plan of Alhambra, 
Granada , Spain 
(Rossi , 1984 p . 
58) 
Fig . 33 -
Diocletian's Pal-
ace in Split, 
Yugoslavia (•11-rw . 
g3lenfrysinger . 
com/ croatia_ 
split_palace . htm) 





Lucca , Italy 
(Rossi , 1984 l 
'Loctts Soltts' 
The locus is a component of an arti -
fact , which is determined not just by 
space but also by time, by topography 
and form, and, most importantly , by 
its having been the site of a succes-
sion of events, ancient and/or re -
cent . 
For Rossi , the city is a theater of 
human events that absorbs moments and 
feelings , containing with in it a mem-
ory of t h e past and a potential mem-
ory of the future . ~~ile the locus 
is a site accommodating a series of 
events , it also in itself constitutes 
an event . In this sense, it is a 
unique place , a ' locus solus '. Its 
singularity is recognizable in signs 
that come to mark its occurrence as 
an event . 
Included in this idea of the ' locus 
solus', i s the specific relationship 
between a certain site and the build-
ings that are on it . The specific 
site becomes the place where archi -
tecture or form is imprinted as signs 
of events . This threefold relation-
ship of site , event and sign are char-
acteristic of urban artifacts . 
Architecture gives form to the singu-
larity of place , and it is in this spe-
cific form that locus persists through 
many changes , particularly transfor-
mations of function . 
To illustrate such transformations of 
the example of 
(Rossi , 1984 p . 174) 
When form and function are severed as 
in the case of Split , and only form 
history shifts into the 
The singular form of 
Sp lit now not only s ignifies its own 
individuality, but at the same time , 
it is also a sign , a record of events 
that are part of a collective , that is 





comes to be 
the relationshi1J 
tween a collective tnemory of 
events, the singularity of place 
OoctiS solus), and the sign of"the 
place a.~ expressed in rorm. 
(Rossi , 1984 p . 7) 
Thus it can be said that the pro-
cess by which the city is imprinted 
with form is urban history , but the 
succession of events constitutes its 
memory. The new time of architecture 
is thus that of memory , which replaces 
history . The individual artifact for 
the first time is understood within 
the psychological construct of col -
lective memory. 
Time as collective memory leads Rossi 
to his particular understanding of the 
idea of type. With the introduction 
of memory into the object , the object 
comes to embody both an idea of itself 
and a memory of a former self . 
Type is no longer a neutral structure 
found in history but an analytical 
and experimental structure which now 
can be used to operate on the skeleton 
of history . It becomes an instru-




stions of t 
' One of the major theorists of archi-
tecture , Quatremer de Quincy , under-
stood the importance of these ques -
tions and gave a masterly definition 
of type and model : 
' The word ' type', represents not so 
much the image of a thing to be cop-
ied or perfectly imitated as the idea 
of an element that must itself serve 
as a rule for the model ... The Model 
understood as the practical execution 
of art , is an object that must be 
repeated such that it is; type, on 
the contrary, is an object according 
to which one can conceive works that 
do not resemble one another at all . 
Everything is precise and given in 
the model; everyt h ing is more or less 
vague in the type. Thus we see that 
the imitation of types involves noth-
ing t hat feelings or spirit cannot 
recognize .. .' (Rossi, 1984 p . 40) 
Thus typology presents itself as the 
study of types of elements that can-
not be further reduced, elements of 
a city as well as of an archi tec-
ture . Type is thus a constant, and 
manifests itself with a character of 
necessity ; but even though it is pre-
determined , it reacts dialectically 
Fig . 35 -St. Malo, France, 
a ' vital' wall~d 





through its life . 
Untiaceabl~ 
source . 
Fig . 36 -A religious 
mnemonic device; 
eCJch of the 
fingers rE:presents 
different steps 
in the Examen 




edition of the 
Spi r itual 
E:'.:ert::ises of 
Saint Ignatius of 
Loyol" . 
(bibliodyssey . 
blogsp::>t . com/ 
2007/09/distil-
late . html) 
with technique , function and style , 
as well as with both the collective 
character and the individual moment 
of the architectural artifact . 
'LTJtimately ·we can say that type 
is the very idea of architecture, 
that ·which is closest to its es-
sence. In spite of changes, it 
has always unposed it.~elf on the 
'feelings and reason' as the prin-
ciple of aJ.•chitecture anll of the 
city.' (Rossi, 1984 p . 41) 
~chitecture needs mechanisms that 
allow it to become connected to his -
tory and culture . Our engagement 
with urban artifacts and the mean-
ing embedded in them takes place on 
different levels . We engage on an 
intellectual level that mainly takes 
the form of symbolic communication of 
the built artifact . We also engage 
on a more emotional level , where the 
reading/communication happens more 
through our senses , and direct physi -






nent :u·tifau_•ts tln·ou~h 
syntbolisiD 
(I ntt.~~Hectual) 
~he ability of architectural form 
to communicate and create historic 
and memorial associations : this is 
primarily an intellectual engagement 
through signs etc. and is complicated 
by the heterogeneity of society to-
day . There is therefore a need for 
interpretive openness with regards to 
symbolism - for the symbols and signs 
to engage people and to be meaning-
fu l. 
The two theorists that have been most 
vocal about the communicative abili -
ty of architecture are ~he..:--, :- Jer:ci<.s 
and Both represent 
60 
• 
different streams of the Post Modern 
Movements in architecture and each 
has written very influential books on 
the subject . Though I do not agree 
wi t h their conclusions , I find their 
work very valuable in thinking about 
the issue . Their philosophies inevi -
tably led to ideas about decoration 
that are very helpful for design in 
the 21st century . 
1977) 
Robert Venturi formulated a theory of 
signs and symbols in ' Learning from 
Las Vegas ' in which he argues for a 
separation between building and sign , 
distinguishing between two forms of 
architectural communication in the 
Fig . 37 -Dinosaur build-
ing. From "The 
Language of Post 
Modern architec-
ture" , Charles 
Jencks. 






Fig . 39 -The Big Duck, 
Flanders , Long 
Island , New York . 
('"Learning from 
Las Vegas") 
Fig . 40 -Venturi sketch 
of 'Duck' and 
'Decor ated Shed' 
buildings . 
(''Learning from 
Las Vegas 11 ) 
He maintains that 
a building functioning as a sign , 
distorts the programmatic function in 
favor of the formal , symbolic agen-
da . 
In contrast , a decorated shed is a 
simple enclosure with signs attached 
like a billboard, and conventional 
ornament . These he promoted as being 
in keeping with the spirit of the age . 
Modest buildings , without formal dis -
tortion , that convey a simple message 
about its program, permitting the sym-
bolic function (through the separate 
sign) its own flexibility . For him, 
form and symbol need not coincide . 
His thesis is that most contemporary 
buildings are ' ducks ', where impres -
sive aims distort the whole , beyond 
the limits of economy and convenience; 
the building becoming its own decora-
tion . For Venturi , in Modern build-
ings , construction , structure and 
volume distort its function by becom-
ing the decoration itself . Venturi 
relegates this mode of communication 
to the scrapheap of history arguing 
that it is out of keeping with an 
electronic society based on signage . 
He rather opts for a contemporary 
version of applied decoration , unlike 
that of the Victorians or the Func-
tionalists . According to him, this 
allows the building to go its own con-
ventional way . It also means that it 
is easier to adapt, cheaper and leads 
to a more honest way of approaching 
the issue of decoration . 
Venturi wants us to reevaluate Ruskin ' s 
horrifying statement that ' architec-
the decoration of structure' 
(Harries , 1998 p . 72) 
Charles Jencks also starts from the 
position that architecture should be 
looked at as communication, but comes 
to very different conclusions from 
Venturi . 
He considers Venturi to have cut ou t 
a whole area of architectural com-
munication , opting for an exclusive , 
simplistic path, not a complex and 
contradictory one . Jencks is much 
more optimistic about symbolic com-
munication in architectural form, 
saying 'the mol-e metaphors, the 
greatet• the drama, and the more 
they are slightly suggestive, the 
greater the n1ystery .. ' (Jencks , 
1977 p . 30) 
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To illustrate Jencks ' s understanding 111111 (Jencks , 1977 p . 25) 
of the various analogies that archi -
tecture shares with language : 
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As a language , architecture is much 
more flexible than spoken language , 
and is subject to the transformations 
of short - lived codes . Like the spo-
ken word , it must use known units of 
meaning . We would call these units 
architectural ' words '; Doors , win-
dows , columns, partitions , cantile-
vers etc . 
Yet there is a crucial difference be-
tween the ' words ' of architecture and 
of speech . Architectural language is 
more elas;:ic and polymorphous than 
those of spoken or written language 
and is more based on its physical con-
text and the code of ;:he viewer for 
its specific sense . Jencks uses the 
example of the column to illustrate 
this 
(Jencks , 1977 p . 35) 
In architecture, metaphorical mean-
ing is the most potent . The inter-
pretation of architectural metaphor 
Fig . 41 -Columns. 
(The Language of 
Post Modern Archi -
tecture} 
Fig . 4 2 -Southbank, London . 
(The Language of 
Post !1cdern Art::hi-
tecture} 
Fig. 43 -Variety of 
symbolic 
associations made 
by Le Corbusier's 
Ronchamp Chapel. 
{The Language of 
Post Hodern Ar-
chitecture) 
is also more elastic and dependant on 
local codes than the interpretation 
of metaphor in written language . Lo-
cal context guides the reading , and 
limits the metaphors to travel along 
certain routes . 
A mixed metaphor is stirt•ing, 
but a subtle mixed metttphor is 
niot-e powerftd. In architecture, 
to explicitly na1ne a 1net.:1-phor is 
often to kill it, as in the dissec--
tion anti analysis of a joke. 
As an example of the effective use of 
architectural metaphor , Jencks uses 
Le Corbusier ' s chapel at 
Northeast France . 
The visual codes , which here take in 
both elitist and popular meanings , 
are working mostly on an unconscious 
level . We read the metaphors imme -
diately without bothering to name or 
draw them . Clearly the skill of the 
architect is dependent on his ability 
to call up our rich storehouses of 
visual images without our being aware 
of it . 
While a building may stand three hun-
dred years , the way people regard and 
use it may change every decade . In 
a global civilization there are mul -
tiple codes , some of which may be in 
confl i ct . Code restrictions based on 
personal learning and background cul -
ture underlie the way we see archi -
tecture and value it and therefore 
guide our reading of architecture . 
If architecture is to communi-
cate as intended it shotdtl avoid 
signs that have only one tneaning, 
and secondly, it should utilize a . 
variety of codes., popular ~igns 
and 1netaphors to survive the 
transfortnation of fast cbanging 
codes, and codes of the loettle. 
Tins way it becomes satm-atetl 
llith possible interpretations 
while remaining interpretative-
ly open, Ineattingfnlly engaeoing 
people througb signs and sym-
bols. 
Surprisingly, many contemporary ar-
chitects continue to neglect the po-
tential of metaphorical meaning in 
architecture , instead focusing on 
more rational aspects of des i gn , 
cost , function , space and packagi ng . 
The result of this neglect is the 
accidental creation of unfortunate 
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Fig . 44 ......... 
Aerial view of Le 
Corbusier's Ron-
champ chapel , un-
traceable source . 




metaphors where some buildings sim-
ply end up coming across as met aphors 
of function and economics -like much 
of the ' boxes ' produced by the mod-
ern movement . Architects must come 
to recognize the inevitable symbol -
ic cormnunication in every building . 
It is in this way that their 
b•illdings will be able 
to conun•uticate nlean-
ingflilly anll effectively 




(l~hysit_•ttl und ~~tnotionul) 
(Please refer to sections on tempo-
rality and weathering in t he technol -
ogy component for further discussion 
of the sensorial engagement in archi -
tecture . ) 
~n a more experiential level, au-
tobiographical and collective memo-
rial associations can be captured and 
encouraged by the engagement of all 
the senses . This is primarily a phys -
ical and emotional engagement . Ar-
chitecture, more than other art forms, 
' engages the immediacy of our sensory 
perceptions '. The passage of time, 
light , shadow and transparency, color 
phenomena, texture , material and de-
tail all participate in the complete 
sensory experience of architecture . 
The intensity and variety of t hese 
experiences can incite very strong 
memory associations , especially as 
they relate to time . 
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Fig . 46 -Castelvecchio 




ings . com) 
As has already been discussed , oc-
cularcentrism, the privileging of 
vision and the resulting sensorial 
alienation , is a major inhibitor of 
meaningful associations and interac-
tions in the built environment , spe-
cifically as it r e lates to the passage 
of time and memory . There is a need 
for sensory balance - an architecture 
of the senses ; sensory pleasure . 
(Pallasmaa , 2007) 
The experience of the passage of time 
is very important in the built envi -
ronment . Sensorial alienation occurs 
when the passage of time is mediated 
- in particular, the natural index-
es with which we measure the passage 
of time : weather , seasons , day and 
night . Additionally, the building ' s 
life and age is testified to by all 
the transformations o it over time : 
' scratches and blemishes , coats of 
paint and cosmetic face - lifts , addi -
tions and subtractions ' . 
It is ve1•y important for 
buildiltg technolog:v to, 
ratlter titan mediate the 
passage of time, encotn•-
age an awareness of anll 
engagen1ent with tlte pas-
sage of time, nattu•e a11d 
me1nory. 
To summarize Pallasmaa, the grow-
ing domination of technology causes 
buildings to lose their connection 
with the ' language and wisdom of the 
body' , i . e . the loss of ' scale and de-
tails crafted for the human body and 
hand' . This is a great loss to archi -
tecture , as structures become ' repul -
sively flat , sharp edged , immaterial 
and unreal ' . Materials that are im-
mune to time (sheets of glass , enam-
eled metal and synthetic materials) 
perpetuate the obsession with new-
ness , but do little to convey anything 
of their ' material essence or age ' . 
A return to natural materials and ma-
terials that age freely also means a 
return to a more human experience of 
the built environment , because of how 
natural materials testify to the ' ve-
racity of matter and of time '. 
"'"rhe building speaks through 





~emory in the built environ-
ment is perpetuated when urban arti -
facts remain vital through functional 
transformations , and through trans -
formations in their social and tech-
nological environments . The communi -
cation of this memory to successive 
generations of users happens through 
mechanisms of symbolism and sensori -
al experience . Thus , buildings al -
low users to engage with the passing 
of time and enables users to locate 
themselves in history . In this way , 
buildings provide the absolutely nec-
essary continuity between past , pres-
ent and future , in a way that is more 
stabilizing and compelling than all 
other arts . 
These points are to be considered if 
architecture is to be effective in 
this position of responsibility . 
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• A reconsideration of the 
Inoc:lern notion of ftmctionalistn, 
and the ende..,.vor for ne"llness. 
• Allowance for continuity be-
tween the past, present and the ft•-
ture. 
• Allolling/enabling architec-
ture to change ovet• tune. 
• A focus on ntateriality and 
the sensorial nature of the eA'}leri-
ence of architecture. 
• Accommodating the ex[.»et•i-
ence of the passage of thne in the 
built envirmunent on all levels. 
• Respect for tbe tetnpotoal-
ity of tbe archltecttuoal project 
through material choices. 
• }~acilitating at•chltect:Itre's 
change over tinte. 
• Use of archltectltre to con-
nect with the past. 
• Delibet•ate use of syntbolism 
an(} decoration to create tnnemon-
ic associations. 

Fig . 4~ -Weathered 
building on UCT 
Campus 2009 . 
Author ' s picture . 
Title borroHed 
from the subtitle 
to Mosafavi ' s book 
~ on Weathering', 
published by MIT 
Press in 1993 . 
The Life of 
Buildings in 
Time 
. \n inn•sti~ution into tht.• dht.•r2;t.'ll 
possihilitit.•s f(n- h•t.•hnolo~,. in tt.•t•ms 
of nu·mor~: tt.·dmolo~l·s )JOtt.•tltiul to 
nndt.•rmint.• m· t•t.•infht•t.•t.• mt.•mm·~. 
lnt•·mlm·f ion 
This paper is the technology 
component of my M. Arch design 
project and is concerned with 
the temporality of the archi -
tectural project with respect 
to technology . It investigates 
the potential of building tech-
nology to either undermine or 
enforce autobiographical and 
collective memory . It consid-
ers weathering and ornament 
as mnemonic mechanisms that 
have the potential to remedy 
the alienating impact that the 
short - sighted use of contempo-
rary technology has on build-
ings and their users . 
7l • 
Fig . 4B -Weathered wall. 
constitution Hill . 
,Johannesburg . 
Author' s pict11re . 






l'inu.• nnd l•lat't.' 
'Tite tmit of aJtalysis for 
us is11't the btillding; it's 
the use of the btillding 
thi·ough time. Time is 
the essence oftlte real 
design p1•oblein.~ 
- Frank Duffy (Tiesdell , et a l . , 
2007 p . 303} 
~espite the temporal condition of 
architecture , the important relation-
ship between artifact and the course 
of time receives relatively little 
cri tical attention today . The modern 
movement ' s heritage still continues 
its obstinate denial of the temporal -
ity of the architectural project , as 
if buildings somehow exist outside of 
a reality rooted in time. 
The following is an investigation of 
the consequences of the temporal di -
mension of architecture regarding t he 
production and experience of archi -
tecture. 
As physical constructions, buildings 
time and in place . From our 
the far outlive 
2) 
We will find that much is to be gained 
from engaging this temporality and 
its ramifications . A denial of the 
realities of the temporality of ar-
chitecture often results in sensorial 
alienation , where our experience of 
time becomes mediated through tech-
nology . The natural indicators with 
which we measure the passage of time : 
weather , seasons , day and night and 
the transformations that occur over 
time , are fought against and hindered 
from narrating the stories of build-
ings and their inhabitants ' lives . 
"People aJ•e happiest in 
btilldings where cl1ange 
(K,-curs ateveJ•yscn,le&om 
weeks to centuries." 
{Brand, 1994 p . 208) 
In terms of a building ' s relation-
ship to time, a building will in-
evitably age . As time goes by it 
acquires a specific patina as the sur-
face records the marks of its use over 
time the subtractions and addi -
tions , scratches and ' scars ', peeling 
coats of paint and superficial reno-
vations . All these continually con-
struct a narrative about a building ' s 
age that is transformed and assembled 
through the events and activities 
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re spect and 
ts evident maturit y , 
ated human i nves tment s hows , 
t h e attractive patina it wear s 
ed bricks , wor n stairs , colorf~~l~l~-~~~~~~~~iii;;: tained roof , l ush (Br 
994 p . 10) 
Fig . 50 -Biodeteri oration 
of building on 
OCT C~us 2009 . 
Author ' s picture . 
Fig . 51 -Antonio Sant' Elia, 
Fut urist Architec-
ture . 
(www . viswiki . com/ 
en/Futurist_ar-
chitet:ture) 
~Buildings have Jives in time, 
and those lives are intimately 
collllected with the lives of the 
people who use then1. Build-
ings come into being at particu-
lar n1o1nents and in particular 
circumstances. They change 
and Jlerhaps grow a~ the lives 
of ~eir use1•s change. Eventu-
ally- when, for whatever reason, 
people no longer fin(] them use-
fitl- they die." 
Patricia Waddy (Brand, 1994 p . 
210) 
I nherent in technology ' s gift of 
independence comes a degree of al i en-
ation . Distance develops between 
people and the natural environment . 
Technology affords both individual -
ization and globalization, and for 
all their benefits, both of thes e a r e 
7S 
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known to be factors participating in 
the condition of alienation . Con-
temporary communi cat i on technology 
has exacerbated all of the alienating 
tendenci es i nherent i n technology . 
The part icular a lienat ion i n que s t ion 
here has much to do with aestheti -
cisat ion, and t he artificial cons t a n -
cy that is part of the contemporary 
gl obal social condition, sustained 
and encouraged by contemporary tech-
nol ogy . 
At the turn of the 20th century , the 
enl ightenment tradition ' s faith in 
progress produced remarkable revolu-
t i ons in all spheres . A certain faith 
i n technology emerged , seen to be able 
t o liberat e us from our past : 
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in ' the Art and Craft of the Mach i ne ' 
(Braham, 2007) 
In 1901 , Frank Lloyd Wright , in h i s 
spee ch e n title d " the a rt a nd c r a ft 
of the machine" encour aged the pro-
fession to move forward and asserted 
that architecture ' s role in soci ety 
had changed ; that it could no l onger 
stay the same . Architecture would 
have t o revise itself and adapt . 
As the machine took over , architecture 
lost its main function of retaining 
our collective memory, and its pow-
er in the transmittance of culture . 
Rapid technological revolutions had 
trumped archi tecture and forced it to 
ass ume a plac e o f e quality wi t h t he 
rest of the arts . The ' book' had 
k i lled the edifice . 
"Itmay·well be that what ll'e have 
hitherto tmderstood ns architec-
ture, and ll'hat lve are beginning 
to tmderstJuul oftechnolo~ are 
incompatible disciplines. The 
architect lvho p1-oposes to rm1 
Fig . 5~ -Demol ition of 
Pruitt I goe 
hous i ng 
devel opment in 
Saint Louis, 
1 972. 
E'ig . 53 -Factory, 
1'-lanufactured 
L?ndscapes , 
(http : //www . 
core . form-ula. 
com!l~p-content/) 
1-vith technology knows no1-v 
that he will be in fast company, 
and that in orc:ler to keep up, he 
mav have to entulate the Fnttu._ .. 
ists and discard his 'ft7hole ctd-
tttralload, including the profes-
sional garments by 1-vhicb he is 
recognized as au architect. H 
on the other hand, he llecides 
not to do this, he 1nay find that 
a technological ctdt:Ure has de-
cided to go on 1-vithout him." 
(Banham, 1960 p . 329) 
Throughout the 20th century architec-
ture grappled with this predicament , 
trying to adapt to a technological age 
i n various ways . Put positively , i t 
was an oppor t unity to define a n archi -
tecture that appropriately expressed 
the spirit of the new age , and that 
would transcend the limiting styl es , 
ma t erial s and technologies of a r chi-
tecture past . Unprecedented inven-
t i on and production was experi enced . 
Modernist s aimed for a radical aes -
• 
thetic purism that was also largely a 
reaction to the ornamental architec-
ture of the 19th century, described 
by modern architects as overly senti -
ment al , p ictur esque and eclectic . 
The functionalist design philosophy 
that developed early in the 20th cen-
tury was extremely forceful and in-
fluential and set modern a r chitectur e 
on a trajectory of transcendence . 
Modern archit.ecture came to bel i eve 
itself to transcend place and time , 
tradition and culture and taste pref-
erences . 
This ideology of progress and libera-
tion from history was famously demon-
strated by Walter Gropius , who wished 
to ban the teaching of architectural 
history from t.he Bauhaus . In ' Mod-
ernism and the Revenge of the Book ' 
Jencks describes this feature of 
modern architecture as a 
self..infticted loss of 
historical consciottsness. 
(Rattenbury, 2002 p . 174) 
In the 21st century, the rati onal mean-
77 • 
ing of the modern world view has been 
replaced by consumption , and mean-
ing has ironically become a saleable 
commodity . Technology , loited b 
Contemporary architecture reflects 
this high capitalism as a producer of 
commodities to be consumed . 
Architecture ' s role in the 21st cen-
tury is further complicated by the 
fact that increasingly, architecture 
provides the physical context for all 
other consumption , considering the 
rapid pace of global urbanization . 
This is therefore where the alien-
ating effects of technology will be 
felt the most intensely . 
Today ' s media-based society, with its 
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technological advances in telecommu-
nications and in methods of visual 
reproduction , is dominated by consum-
er appetite. We are confronted at 
every moment with a myriad of choices 
and we are constantly being inundated 
with images . 
Jean Baudrillard describes this state 
as an " ecstasy of communication" 
(Baudrillard, 1988 pp . 11 - 27) which 
has caused a breakdown in our ability 
to sustain a world view larger than 
the present moment . Architects con-
sequently also have become increas-
ingly obsessed with images and image 
making , to the detriment of our dis -
cipline , and the built environment . 
Fig . 54 -Villa Savoye, 
Le Corbusier, 
Poissy , 19:29 . 
(>Mw . stolaf . edu) 
Once reality itself is mediated , all 
we are left with is a world of im-
ages , of hyper - reality and simulacra . 
Tschumi affirms that all of culture , 
including architecture , is now aes -
thetici zed , meaning , reduced to the 
realm of the image . This reduces 
even history to a series of simulta-
• ,, .,....,. ._---+ ~ : ': • '"_. : ~-::; ~ ~ • -- ·.;::-' 
... --:- : ~ -:: i ' • ' . :::: 12-: •· f : . :_ ~ ' :, ~. ~' . ~ 
=r ,::; ., ~ . , . . ,.. - . - v • - • .:: ' L - ~ "' 
~---~--. -, -c~:: ~. __ -_...- . .:: , 
.<, --; ~ ~ , . . ... ... I - , ~ ~ •• ::- :- : _ _ • • ... _;; f l • 
(Leach , 1977 p . 23) 
~·chitecttn•e stdJe•·s 
actitely in this state. 
Lasting - a Conversation with 
Monee, 1988 pp . 146- 157) 
I have attempted to show that t h is 
chaotic condition has much to do with 
the modern obsession with technology, 
its denial of his tory and c ulture , 
and its aim at transcendence of space 
and time . 
Today, architects , with the benefit 
of hindsight, can take up the c hal -
lenge and properly engage the tempo-
rality of architecture, utilizing its 
potential to provide continuity and 
stability, and ground us in reality, 
to overcome ~he a lienation of modern 
life and technology . 
The question is , how can technology, 
which seems by its very nature to be 
at odds with the idea of permanence , 




Fiq. 55 -Biodeterioration 
of concrete 
building on UCT 
Campus 2009. 
Author' s picture. 
Fig . 56 -De Bi )enltorf 
Department Store , 
Rotterdam, 
Netherlands -
Marcel Breuer , 
195~ (Mostafavi , 
et al. , 1993) 
r 
~eathering marks the passage of 
time through the lives of buildings , 
and even through our built environ-
ment in its entirety . Using design 
and technology to provide for such 
marks to occur brings a buildi ng proj -
ect closer to ' reality', based on its 
potential transformation over time . 
These marks show the past , present , 
and future layered together in a time-
space narrative . Using technology 
to structure these material changes 
thr ough t i me , allows the : built envi -
ronment to capture weathering ' s posi -
t i ve emotive force , and t h is i n turn 
has the potential to counteract the 
a l ienating effects of modern t echnol -
ogy . 
"We are convinced · by tldngs 
that sholv inte1•nal complexity, 
that sholv the traces of" an inter-
esting evolution. rrhose signs 
tell us that llre might be relt'at-d-
ed if ·we accord it our trust. An 
important aspect of (lesign is 
the degree to W'hich the object 
involves you in its own coinple-
tiou. Some work invites you into 
itself by not otfe••ing a. finished, 
glossy, one-reading-only stu•face. 
Tins is what makes ohl btdldings 
interesting to me. I think that 
htunans have a taste for tldngs 
that not only sholv that iliey have • 
been through a 1n•ocess of" evolu-
tion, but lvhich also sholv they 
at•e still a part of one." - Brian Eno 
(Brand , 1994 p . 11) 
Memori es of the city come to life 
through the exi stence of histori c 
struct ures and t h e re i nterpretation 
of form in existing bu ildings . Simi -
larly, memor i es of bu ildings come to 
l i fe through the stories told by a 
li fet i me of additions , remodeling , or 
resurf acing of original fabric . The 
natural processes of weathering serve 
as a universal r ecor der of our past 
and can capture t he memory of materi-
ality if a llowed t o do so . 
Memory i tself concerns only the rep-
resentation of things recalled , while 
material provides , through traces , 
the very manifes t a tion of the p a st . 
Urban environments are a rich source 
of material memory . The urban envi-
ronment allows one to remember the 
past , through h i stor ic bu ildings and 
reused fragment s . Accor d i ng to Anne -
Catri n Schult z , 
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As John Ruskin noted in the 19th cen-
tury, buildings are the repositories 
of memories : 
'It is centi•ttlization a11d 
protectress ot•tlns sacred 
ittfltience that at•chitec-
tm•e is to be t•egardell 
by liS with the DlOSt Se-
t•ious tltought. We may 
live without het•, worslnp 
witltout ltet•, btit we can-
not retnetnber withotit 
her.' (Ruskin , 1865 p . 147) 
Understanding how objects and mate-
rials weather over time could lead 
to increasingly appropriate material 
choices , participant expectations , 
and preventative maintenance . An-
ticipating the weathering that occurs 
around a given set of environmental 
conditions , and planning for its ef-
fects through design would revise the 
sense of ending in architecture by 
facilitating its growth over time . 
al ., 1993 p . 16) 
S2 
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I will later examine the conditions 
surrounding the notion of "weathering 
well ," looking for an approach that 
not only manages the inevitable ef-
fects of time but also actively par-
ticipates in a temporal composition 
that makes us aware of the passage of 
time itself. 
Fig . 5 ~ -Ruin on OCT 
pus 2009 . cam-
Author ' 5 . pl cture . 
Fig . 58 , 59 
Castelvecchio 
Museum, Verona, 
Italy , Carl o 
Scarpa , (www . 
greatbuildings . 
com) 
I n order to create a comprehensive 
a r chi tectural composition which ef-
fect i vely engages and 'communicates 
its temporality, a range of perceptu-
al indicators that evidence differing 
rates and rhythms of change ; seasonal , 
geological , material , programmatic , 
etc. are required . Furthermore , the 
composition needs to offer a thought-
f ul i ntegration of the artificial with 
the natural and engage users in main-
taining the stability ' ot building 
processes and material life cycles . 
A successful temporal composition is 
not only sensitive to processes of 
cl i matic exposure , but wears in such 
a way that it corresponds in some way 
to the habitual use and pleasure of 
Interrogating the temporality of the 
architectural project through criti -
cal temporal compositions could coun-
ter the alienation that has come as a 
result of our Modern heritage . The 
s p ecific conce rns relating to time and 
the weathering of architecture will 
now be discussed . 
" Finisl1ing ends con-
stJ.•ttction, weatl1ering 
constn•cts finishes" 
Weathering is inevitable . No archi-
tect can deny the fact that weath-
ering inheres in all construction . 
It reminds one that the surface of a 
building is ever- changing and never 
really finished . These c hanges should 
be considered as part of the total 
performance of a building . While a 
potential irritation, the transforma-
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tion of a building's surface can also 
be positive in that it can allow one 
to recognize the necessity of change 
and to resist the desire to overcome 
it - an ambition that engaged much of 
modernist thought through its resis-
tance in time . The preoccupation in 
current practice with the image is 
partly symptomatic of this desire to 
resist material change . (Mostafavi , 
et al ., 1993 p. 4) 
The marks of weathering begin even 
before construction and continue over 
the course of the life of any build-
ing . The effects of these marks can 
be retarded and manipulated , through 
creative solutions . These solutions 
could be elements that direct or pre-
vent the flow of water, or they could 
respond to the effects of the weather 
by creating solutions that both rec-
ognize and utilize the ever- changing 
characteristics of materials as a way 
of renewing beginnings by allowing 
refinishing . 
Allowing the past to remain visible 
and provocative through an openness 
to material change , the development 
of a patina , and even dirtiness , can 
lead to a much more pleasurable and 
meaningful architectural experience . 
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lV cuthcring is both th~ 
. I .•. 
Jt·o~t·csston :uu nnJJC( •-
tncnt or CXJ10StlJ•c. 
The word weathering implies the abil-
ity to withstand the effects of weath-
er while at the same time yielding in 
some measure to the progressive dete-
rioration through such exposure . It 
is the resistance factor that distin-
guishes progressive weathering from 
complete destruction . It could be 
defined as the ability to withstand 
the effects of weather . Weathering 
resists while allowing change, while 
destruction results from a lack of 
resistance . 
~T eathcJ•htg is both d~:... 
stJ•n<·ti\'C and <llonstt·n~ 
et a l., 1993 p . 4) 
Yet this deterioration can be exploit-
ed to create i ntentional , desired ef-
fects . Carlo Scarpa mak~s deliberate 
use of the deterioration: of ordinary 
buildi ng elements in his work as de -
vices that ' decorate ' ~he building 
s urface . Weathering add~ the ' final ' 
finish of the environment , by r emov-
ing the final finish of qonst r uct i on . 
Through subtraction, weathering con-
tinues to build surface fini s hes long 
after the ' completion ' of construc-
tion . 
lV cnthcJ•inu; is both 
inel·itable and 
n•e,~entablc 
The question of weathe r i ng is mo r e 
about the nature and duration of ma-
terial change than about whether 
or not material change will occur . 
Buildings will inevitably age and be 
neglected to varying degrees . With-
out some kind of intervention , expo-
sure will lead to deterioration and 
ultimately destruction . All build-
ings require some form of ma i nte -
nance in order to retard or prevent 
this process of deteriorat i on . Due 
to the costs of maintenance , bui l d -
ings are increasingly designed to be 
maintenance free , but this is gen-
erally done with an aim at creating 
artificial constancy , and not to at -
tractively reflect changes over t i me . 
Nevertheless , some weathering still 
occurs, in spite of our attempts to 
hide it . 
"No btilldlltg stands fo•·-
ever, eventt1ally every 
011e falls unde1• the iidln-
ence ofthe elements,'' ob-
serves Moshen Mostafavi . (Mostafavi , 
et al . , 1993 p . 4) 
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According to J . W. Simpson there are 
four fundamental causal factors in-
volved in the weathering behavior of 
building materials (Simpson , et al ., 
1970) . The relationship between t hese 
causes is dynamic , each one build-
ing upon the other to produce unique 
weathering effects . 
- The natural environ-
ment has particular significance in 
respect to the external fabric , gen-
erating a wide range of effects and 
the most deteriorating influence on 
external materials . Over time, the 
environmental impact of various cli-
matic conditions , seasons , pollution, 
rainfall pattern , wind speed and di-
rection , humidity etc . transforms the 
surface of the building . 
- - Deterioration resulting from 
use typically depends on habits and 
behavior patterns of building users , 
combined with other factors such as 
workmanship and design and has rela-
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ti vely insignificant influence on the 
external fabric . Predictions based 
on performance and effects of mate -
rials , planning and detailing should 
inform design decisions as there is 
considerable interaction between the 
factor of design and that of use . 
- The most control over the 
weathering performance of the build-
ing fabric is in the factor of design 
which includes manner of assembly and 
combination more than basic material 
qualities . The role of design in the 
prediction of weathering is complex 
as it requires a comprehensive un -
derstanding of all the other factors 
involved in deterioration . 
• lfJorkmansnip - Poor workmanship can 
result in undesired deterioration of 
a building through the misuse of mate-
rials in the sense of craft , and this 
can ultimately lead to the failure 
of materials . The weathering influ-
ence of all the other causal factors 
rely fundamentally on the standard of 
wor kmanship which should be confined 
to a set of defined tolera nces or lim-
its implicit to the particular proj -
ect . 
Fig. 60 -Stained glass fa-
cade, Johannesburg 
CBD, :009 . 
Author' s pict11re. 
Laye1•s of 
Orgatllsatio11 
All materials exposed t .o the atmo-
sphere deteriorate, and all parts of 
the external fabric deteriorate at 
different rates because of their com-
position and location in or on the 
face of the building . 
son , et al., 1970 p. 25) 
1 
Climatic agents of deterioration, 
such as surface temper~ture , rain , 
or wind particularly afflect the de-
gree and nature of weathering of a 
building surface and can ' be clarified 
through the following orpanizational 
framework. In decreasi:qg levels of 
importance : I 
I 1111111111 - This refers to the local 
climate and concerns the ' specific at -
' mospheric cycles, includfng tempera-
ture changes, cycles of humidity and 
rain, wind patterns etc . 
- This refers to the 
position of surfaces in relation to 
other agents of change . , Weathering 
greatly depends on patterns and di -
rection of wind and rain , and orien-
tation with regards to the movement 
of the sun . 
- This refers to the 
relationship between the ~arious sur-
faces and their shapes . 1 Roofs, drip 
edges , copings, cornices, and sills 
all mediate climatic conditions and 
can be configured to deflect or act in 
union with the weather . 
Neathering primarily 
affects the materials that make up 
a building . Brick, stone , plastic, 
glass, wood, metal , and paint all 
respond differently to the various 
causal factors . Consistent weather-
ing usually results from homogeneity 
of materials and the other organiza-
tional components . 
The interaction of these layers with 
one another present a variety of 
weathering possibilities in their 
differing abilities to mitigate me-




Orientation and surface geometry are 
fundamental in predicting weathering 
patterns as is clear from observing 
similar materials in different forms 
and locations. The sectional pro-
file of a wall , for example , direct-
ly determines its ability to direct 
rainwater away from its surface. A 
good understanding of the weather-
ing effects of sectional profiles and 
surface geometry can be very useful 
for the designer concerned with using 
technology to reflection of time in 
architecture. 
Addleson defines four categories for 
surface considerations : (Addleson, et 
al., 1991) 
- The disper-
sion or concentration of the flow of 
water over a surface, apart from en-
vironmental factors, depends on sur-
face modeling . Disfiguring staining 
can easily be prevented or controlled 
through strong modeling and varia-
tions in texture plane can lead to the 
control of the amount and nature of 




features can easily be utilized to 
control water flow and by implication , 
staining . They can be very effec-
tive in controlling and concentrating 
the speed of flow down a surface , and 
includes features such as vertical 
joints to projecting window frames 
and vertical concrete ribbing . 
- E ~, r 1 ._. l"' ~. · _ a J E\.: ;.J : \ _. r ~_; s - Horizon-
tal features and projections can be 
just as effective in directing the 
flow of water down a fa9ade . Inten-
tional staining can be result from 
partial washing produced by compo-
nents such as string courses, window 
sills, copings , and cutbacks, such as 
cornices , often coinciding with a sun 
cast shadow. Horizontal projections 
and recesses such as a drip edge or 
inclined soffit is necessary to effec-
tively interrupt the flow of water down 
a fac;:ade . Narrow projections such 
as sills lets water stream over the 
edges while short projections tend to 
result in water being blown back onto 
the fac;:ade . 
- }\.rr i S>C:S - Edges formed by ver-
tical surfaces with angular junctions 
generally receive the greatest con-
centrations of water and therefore 
end up being cleaner than the sur-
rounding fabric . 
Fig . 61 -Biodeterioration. 
Author ' s pict ure . 
Fig. 62 -Biodeterioration . 
. 4uthor' s picture . 
Dtn•ability 
As long as climatic forces contin-
ue to weather the fabric of a build-
ing, a steady source of change is 
found . This change can take the form 
of growth when finishes are designed 
to enhance over time and people are 
encouraged to take an active part in 
the maintenance of their buildings . 
Like living organisms, the durability 
of a building varies among component 
parts . 
Without intervention, environmental 
exposure eventually leads to destruc-
tion, irrespective of the durability 
of materials and composition but gen-
erally a slow rate of change in a 
building is healthy; durable building 
surfaces change very gradually , some-
times as a result of some degree of 
replenishing maintenance and protec-
tion from exposure. Frank Duffy de-
scribes the durability of a building 
in terms of "several layers 
gevity of built components" . 
dell , et al ., 2007 p . 302) 
of lon-
(Ties-
Steward Brand expands on Duffy's de-
scription by identifying the follow-
ing "shearing layers": (Brand , 1994 
pp . 12 - 23) 
~ Represents the geographical 
and urban setting . 
Includes the founda-
tion and load- bearing elements that 
are built to last between 30 to 300 
years . 
111111 - The exterior surface that is 
expected to last around 20 years . 
1111111111 - The ' working guts' of a 
building such as, electrical wiring, 
plumbing, HVAC, data/communication 
wiring, that are expected to wear out 
or be obsolete every 7 to 15 years . 
- The interior layout of 
walls , ceilings , and floors expected 
to change every 3 years in commer-
cial environments to every 30 years 
in residential buildings . 
1111111 - These are the chairs , desks , 
phones, appliances , etc . that move 
around daily to monthly . 
They layer most vulnerable to weather-




y deterioration . In 
stance can be increased by 
ve coatings , some of which 
re regular renewal or the peri 
replacement of the material i 
lf . For composite materials li 
inted brick, the weathering of 
reveals something 
ifferent that is generally 
must be assessed i n the con 
the durability of the building 
considered both in its 
timescale and that of 
omponents ' life . Both of these 




ervice pipes . To maintain 
aesthetic it requires 
ting. In t h is 
to age . 
Fig . 63 -Weather stained 
column on UCT 
Campus 2009 . 
Author ' s pictt1re. 













Water is inextricably involved in and 
necessary for nearly all the processes 
that lead to the weathering of build-
ings , whether in the form of rain , 
frost , condensation, or damp , be it 
physical , biological or chemical . 
Rainfall , especially when combined 
with pollutants or directed by wind 
is the operative element in the most 
dynamic weathering effects and can 
potentially infuse otherwise life-
less materials with rich coloration 
and surface pattern . Design that an-
t i cipates the transformative weather-
i ng potential of water in its various 
forms reinforces memory in the total 
experience of architecture , particu-
larly through its visible relation-
ship with changes in environment and 
the passing of time . However , wa-
ter remains the most destructive ele-
ment of exposure buildings experience 
throughout their useful lives . Stew-
ard Brand emphatically explains : 
(Brand, 1994 p . 114) 
It is therefore imperative that cer-
tain methods of excl usion be provi ded 
between factors resulting in super-
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at result in material failure . 
ffectively harness t h e potential o 
athering as a catalyst for material 
the control l ed applica 
architects have taken advanta 
the transformative potential o 
through the interacti 
water with the building , harness 
g water as a tool of design , rath 
an considering it a problem to 
olved . At Le Corbusier ' s chapel a 
onchamp , the moment where the wate 
ours off the roof and into the cis 
ern has become a celebratory 
at is indispensible to the charac 
er of the overall project . 
og & de Meuron ' s Zaugg studio 
imal concrete fa~ade was des 
o receive streaks of rus 
tains created by iron components 
ade , creating an indispensible deco 
tive patina for the otherwise blan 
At the Banca Popolare di 
Verona , Scarpa takes the op-
portunity poetically express the di -
rection of water down a fa~ade and 
into the ground, by forming a sculp-
tural virtual drip as an element that 
"' reveals ' what it removes and re -
tards what is quickens ." {Mostafavi , 




Fi g . 66 , 67 
Weather stained 
concrete on OCT 
Campus 2009. 
Author ' s pi cture . 
Staining is a natural part of the 
life of any material and it therefore 
functions as a record of events and 
the progress of time in the life of 
a building, thereby enforcing memory . 
Staining can be pre-empted and used 
intentionally to function as a posi-
tive addition rather than a detrac-
tion . 
Staining effects and the nature and 
course of dirt movement and deposi-
tion on building surfaces can loosely 
be predicted according to the follow-
ing five interrelated factors , expand-
ed from categories defined by Addle -
son . (Addleson, et al., 1991) 
The absorptive char-
acteristics of building materials 
determine the nature of the flow of 
water over a surface , sometimes al -
lowing partial washing that corre-
sponds to partial run- off . Staining 
effects differ according to any given 
exposure and is least when the rate 
of absorption is high enough to pre-
vent run-off under normal exposures . 
Similarly, staining is reduced where 
run-off is high enough to facilitate 
thorough regular washing under nor-
mal exposures. Absorption behav-
ior is difficult to predict requiring 
close observation of material being 
considered under similar conditions. 
Vegetation also contributes to water 
retention and staining through bio-
logical deterioration and the vari -
ous root systems with their mineral 
deposition . 
2 w o:r-: re:en:2.0n - Dirt retention 
together with absorption significant-
ly enhances the probability and na-
ture of staining. Rough textures may 
sometimes disguise staining in spite 
of their dirt retaining qualities . 
There is an increase of grit-type 
dirt in very polluted atmospheres 
whereas biological-type dirt is more 
prevalent in rural environments that 
encourage biological growth. South 
facing and sunless environments where 
drying out is slower provide suitable 
habitats for the growth of various 
tains more clearly than rough ones , 
ten revealing established paths 
disguise differences 
he concentration of dirt , or to dis 
run- off by surface modeling . ,..,,...,...,.,,! 
to disguise stains althou 
colors can show lighte 
taining, particularly that produce 
the run- off from concrete a 
In this respect , black 
materials staini 
ther down a fayade so run- off ef 
should always be taken into ac 
in design . 
soluble materials allow for mo 
washing since at 
run- off , the surface 
together with the dirt . 
f.H.'lmlfYs 
Fig . 68 , 69 
Biodeteriora tion 
of buildings on 
UCT Campus 2009. 
Author' s pic-
tures . 
In addition to visually reflecting the 
changes in seasons and time of day 
through inherent physical changes , 
vegetation contributes to weather-
ing through biodeterioration . When 
water is found in continual supply 
or is retained on the surface of a 
building , it encourages the growth of 
biological agents of deterioration . 
Most porous or semi- porous materi-
als manage to maintain some form of 
plant life because of the moisture 
they maintain . 
Jacques Herzog , of Herzon & de Meu -
ron , sees potential in the biological 
modes of weathering : 
with Jacques Herzog , 
Pleasing effects of patination and 
overgrowth through mosses, lichens, 
and algae are produced through this 
kind of weathering. The biological 
activity is accompanied by a soften-
ing of contours and discoloration in 
weathered materials that is often as -
sociated with a romantic appreciation 
of the appearance of aged buildings . 
Building materials are affected bio-
logically through physical and chemi -
cal activities and inevitably create 
microclimates with specific tempera-
tures , wind speeds, atmospheric and 
waterborne pollutants, moisture and 
run - off concentrations that many bi -
ological species need to survive. 
These unique environmental qualities 
determine the type of ecosystem that 
will flourish , that in turn becomes 
indicators of specific environments . 
Biological deterioration always takes 
advantage of other processes of de-
terioration , working in conjunction 
and contributing to them . Specific 




depending on the 
ism' s environmental tolerance . 
include the effects of other 
values, 
ants, and toxicity . 
are : 
mosses and liverworts , 
gae , and fungi . 
Large plants range 
smaller rooted p l ants 
succulents and rely heavily on nutri 
tional sources present in accumulat 
dirt and building materials . Ro 
systems are often dependant on pen 
etration into building materials fo 
physical support and access to miner 
als . The penetration most easily oc 
curs in rough surfaces such as stone , 
brick and mortar where the material i 
deteriorated through acidic root tip 
that expand into surface voids. It i 
quite common for windblown seeds t 
germinate in cavities that have col 
lected soil or dust . Trees are ve 
good at alerting building users to 
passage of time through their diffe 
ent responses to changes in envi 
mental conditions, and their ste 
growth over time . 
Mosses and liverworts 
than trees but similar in their 
systems , which in this case is 
superficial . They occur in coloni 
and typically require rough , mois 
surfaces that easily collect dirt 
soil in order to flourish . They 
the slightly acidic environments 
brick or clay surfaces and only 
pear as secondary colonizers on al 
linic surfaces such as mortar . 
Lichen on the other hand 
cedes the colonization 
preferring the alkaline environment 





of buildings on 
OCT Canpus 2009. 
Author' s 
pictures . 
on a microscopic 
selves to surfaces and when they die , ~~~~~~ 
leave behind organic acids that soft 
ens mortar by increasing its acidity , 
in turn providing suitable condition 
for moss to develop . Although lichen 
can resist extreme variation in enl-IG:;~·--,..C:~ 
perature and moisture , they are sert-!~t""!'--..i<!:".::;::;.:t~ 
sitive to other very specific condi 
tions such as s hadow lines , and 
therefore effectively indicate 
croclimatic change 
pollution . ~· o~,~~~~-
_y-
The many varieties of 
adapt to most environments and 
mosses or lichen , flour i sh in both al 
kaline and acidic environments . Alg 
can colonize across entire surf 
providing there is sufficient poros 
ity, sunlight and humidity . As alg 
'colonize surfaces , it forms a st 
tum of organic material as it 
moisture and pollu tants which in 
allows other organisms to survive .. ==~~~~~~~~ 
Algae colonies on concrete are n 
green or red and sometimes take 
form of filaments or brown powders . 
bright sunlit environments they us 
ally form a superficial dark or li 
~rey l ayer and in damper , darker s 
a thick 
not essential for t 
growth of fungi , it depends on o 
ic material for energy and include 
mildews , molds, and yeasts . Fungi 
penetrate mat erial s through an exten-
sive series of filaments and mainly 
cause material deterioration through 
acid production . The oxalic and cit-
ric acid produced are especially re-~r-~~ 
sponsive to ferrous metals and also 
easily dissolves t he main element 
limestone , calcium carbonate . > 






Fig . 73 -Adaptive re-use 
at the 
Constitutional 
Cour t, Johannes -
burg. 
Author ' s pictur e . 
Historic preservation maintains a ten-
uous balance with regards to weather-
ing . It is necessary to reduce the 
harmful aspects of weathering so as 
to prevent material failure but if 
preservation is done carelessly or 
too meticulously i t can easily result 
in the loss of a building' s historic 
character and integrity . 
"It seems the1•e is an ideal 
degree of aging whicl1 is 
mlmh-ed. Things shotdll 
not be new, b1.1t nei-
ther sho-..dd tl1ey be rot-
ten with age. B-..illllings 
sho-..dd be j1.1st ripe; worn 
b1.1t still ftdly ftmctional." 
(Brand, 1994 p . 10) 
Preservation of urban ar ifacts re-
quires a delicate balance of mainte-
nance and weaLhering as it runs the 
risk of erasing the past instead of 
preserving iL , radically impacting 
the experience of time in archi tec-
ture . The purpose of preservation is 
to pass on valuable historic fabric to 
consecutive generations for historic 
continuity rather than correcting all 
defects and signs of ageing . In fact , 
weathering processes are very often 
less destructive that attempts to re-
verse its effects . In some instances , 
decay even helps preservation as in 
the case of some metals where the de-
velopments of a patina r eaches equi-
librium with its environment , func-
tioning as a protective layer against 
further erosion . 
John Ruskin , noted for his preserva-
tionism, promoted preventative main-
tenance in order to avoid the need 
for expensive and often destructive 
historic preservation . Preventative 
maintenance , the ongoing routine ser-
vicing and maintenance of a building , 
aims to extend the life of a build-
ing, and saves considerable expenses 
over time . 
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Fig . ~4 -Stained concrete 
on Studio Zaugg , 




Fig . -s -Bri.on-Vega 
Cemetery, San 
Vito d' Altivole , 
Italy, 1970 - 72 , 
Carlo Scarpa . 
(~ww . greathuild­
ings.com) 
][t must be remembered that weather-
ing is merely one dimension of the 
overall architect ural project . Al -
lowing it to assume too dominant a 
role could hinder rather than en-
force memory in the built environ-
ment and cause the whole project to 
suffer . Nonetheless , much is to be 
gained from any increased consider-
ation of a building ' s life through 
time. Weathering should be consid-
ered as another rewarding layer that 
influences the generation of meaning-
ful urban environments that involve 
users in the life of the building . 
A design methodology that embraces 
the dimensions of weathering neces-
sitates a thorough understanding of 
materials , details, assembly and of 
the broader environmental and social 
context of the site . 
context and materiality in the modern 
world to be the crisis of modern ar-
chitecture and he is one of the few 
architects that embrace the dimen-
sion of weathering in their design . 
Nicholas Olseber said of the work 
By understanding materiality , in re-
spect to climate and use, a designer 
is better equipped to produce archi-
tecture that becomes more beautiful 
as it ages . The following principles 
should direct both the design program 
and its implementation . 
103 -
A rigorous engagement with 
plillosOJlhical ruul ethi("al impli("a-
of arclrltecttu•e's temporal con-
The integ..~ation of gene1~ eli-
..... ,._." con(litions lvith particular ("Ol-
m•itzation aJid textures of surfaces. 
A conce1•n 11ith context in its 
Dr4[)atle~•t sense. 
Tbe relationship between new 
old. 
The creation of spaces that con-
a positive sense of time and place 
OC("UpaJitS. 
The creation of comprehensive 
teJUJJIOI''a compositions. 
The utilization of the o••namen-
potential ofweathering. 
The utilization of tbe natural 
r-v•r-•.,~~ of p••og"I-aJnmatic variation as 
orgunizing mechanisin that gui(les 
material treatJnent of a spae-oe. 
Desigit that encourages and en-
users to exe1•cise influence over 
envir01m1ent. 
Fig. 76 -De Young Museum, 
San Francisco , 
US , Herzog & de 
MelJron , 2005. 
(http : //www . fox -
lin . com/alburns/ 





I am particularly interested in 
those applications where these ma-
terials best reflect their temporal -
ity, and most obviously demonstrate 
changes in their life cycles . Metals 
in architecture have the potential to 
strongly alienate the users of build-
ings and are predominantly used to this 
effect . They are not often thought of 
as materials that show change, whilst 
they have the potential to weather 
demonstrably and beautifully . Con-
crete is also often thought of only 
in terms of its alienating qualities , 
its permanence and durability , and is 
generally regarded as a material that 
ages unatt:ractively . Concrete how-
ever possesses qual.ities that make it 
an ideal material when planning for 
weathering . 
lletuls 
Metals can be organized into two dis-
tinct categories : those that visually 
transform over time as they take on 
other compounds to develop new sur-
face characterist:ics , and those that 
essentially remain unchanged . Most 
metals fall into the first category . 
Surfaces change on exposure to air as 
oxidation occurs . As oxide layers 
grow and metals combine with natural 
components in the surrounding en vi -
ronment , their reflective level , color 
and texture is transformed . (Zahner , 
2004) 
Metals are exposed to differing envi -
ronmental conditions throughout their 
useful life . The nature of surface 
change differs according to the envi -
ronment to which it is exposed . In 
particular, the first several weeks 
after exposure are critical for the 
development of protective oxide lay-
ers . 
Oxygen and moist:ure are the main age-
ing components of metal and acceler-
ate the formation of oxides . Water 
especially encourages the development 
of metal ions that eagerly combine 
with other reactive substances . Ev-
ery metal exposed to moisture develops 
an oxide layer on its surface . Oxide 
growth varies according to the vari -
ous exposures and metals . Surface 
characteristics also influence the na-
ture of the oxide layer . Polished 
surfaces, for example , tend to de-
velop oxides at slower rates as water 
and contaminant:s are more effectively 




Copper has peculiar qualities that en-
able it to beautifully reflect changes 
in time and the environment, particu-
larly through changes in color and 
surface pattern . When copper and cop-
per alloys are first installed , they 
are generally free of surface oxides 
but copper always develops tarnish . 
The surface of clean , oxide free cop-
per fingerprints immediately as copper 
reacts even with the slightly acidic 
moisture from human skin . 
Brass is the term given to cover the 
various alloys of copper , with the 
main alloying element being zinc . 
The more zinc the alloy contains , the 
more it exhibits yellow and golden 
tones . Copper alloys mostly perform 
similar to copper and both are soft -
er than most other metals , polishing 
easily because of their softness . 
Colors of alloys range from Salmon 
Red , reddish orange , golden red, yel -
low, golden yellow , silver with gold 
tint , yellow with green tint , light 
yellow, red , dirty yellow , golden 
brown . Different alloy finishes in-
elude copper mill , satin , 
bead blast , cast , mirror 
bossed, pre - patinated, 
hammered , and etched . 
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angel hair , 
polish , em-
blackened, 








Copper and copper alloys are arguably 
the most visually changeable of all 
the metals , especially with regards 
to color . 
On a molecular level , all copper and 
copper alloy surfaces exposed to the 
atmosphere undergo dynamic changes as 
they seek compounds from the atmo-
sphere to combine with . By slowly 
removing pollutants from the en vi -
ronment, they from mineral compounds 
that trap pollutants , producing ef-
fects that closely resemble their 
mineral equivalent . This process of 
change occurs ' more rapidly in moist 
environments . 
Initial changes are usually surface 
spotting, exhibiting different col-
ors of oxide , ranging from browns and 
blacks to yellows , oranges , reds , and 
dark purples . Seacoast exposures oc-
casionally produce less consistent 
effects initially, where dark brown 
spotting occurs unevenly over the re -
flec t ive copper background . These ef -
fects are soon replaced by a variety 
of colors , such as maroons , reds , dark 
yellows and deep purples , intermixed 
with the spotting . This inconsistent 
period only lasts several weeks . 
Several months of exposure allows the 
development of muted , darker brow-n 
tones without the coppery shines . In-
terference colors continue to be ab n -
dant , particularly dark reds , yellows 
and purples . The surface spotting 
recedes gradually with progressive 
exposure , eventually losing its domi -
nating color variations . 
Two or three years of exposure con-
tinues the darkening and development 
of a rich brown tone . In coastal 
or heavy industrial , the copper may 
darker considerably and show tints of 
green in approximately three years . 
In ;::hese harsh environments , after 
about seven to ten years , the green 
continues to intensify and event -
ally comes to dominate . Copper s r -
faces are often treated with chlo-
rine to promote the development of a 
blue-gre~n patina in coastal regions . 
At this stage , the copper compo nds 
are deviant and stubborn and further 
change is inhibited . 
In heavily polluted areas soot and oth-
er contaminants intermixes with cop-
per sulfate surfaces producing bright 
coppery streaks t. at occur sporadi -
cally where mois;:: re is trapped and 
leaks out onto the surface . 
For copper alloys, weathering pro-
cesses are similar although they often 
have slightly coarser surfaces which 
collect more contaminants , resulting 
in a quicker darkening . 
Today, because of reduced sulfur pol -
lution, the development of deep green 
copper sulfate surface patinas are 
rare and take considerably longer . 
In very dry , clean atmospheres , these 
green patinas may never develop . 
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A variety of chemical techniques can 
be used to induce patination effects 
on copper and copper alloys . Among 
them are pre- patination techniques 
that rapidly create deep, rich pati-
nas similar to those that take sev-
eral decades to develop. Artificial 
patination processes are used to de -
velop browns, yellows and oranges, in 
various hues , from the various chemi-
cal combinations with copper oxide . 
Some of t hese processes take hours 
to develop, while darker colors like 
blacks and browns occur almost in-
stantaneously . 
Surfaces of these treated coppers 
should remain unchanged for the first 
several years after installation re-
quiring very little to no mainte-
nance . Patinated copper in particu-
lar, gradually achieves a darkening 
or thickening of the green patina . 
Similarly , statuary finishes gradual -
ly darken sometimes developing some 
green patina after many years, but do 
not change significantly . 
lOS -
Fig . 79 -Sarah 
Wigglesworth used 
Cor Ten weather -
ing steel in her 
Cremorne 
Riverside Centre 




moored on the 
riverbank. 
{ ~n .. -lW . swo.rr::h . 
co . ul:) 
Weathering steel , also known as 
copper- bearing steel is a steel alloy 
that contains copper . Similarly to 
other untreated alloys it rapidly de -
velops a coarse red leather- like iron 
oxide when exposed to moisture . Of-
ten soot , pollutants , and imperfec-
tions within the steel create streaks 
and dark spots . 
Surface oxidization can be accelerated 
by oxidizing agents , such as diluted 
hydrochloric acid , ammonium chloride 
solution , or even industrial hydro-
gen peroxide . The color achieved by 
acceleration is a similar dark red-
dish orange . Installed in the raw un-
weathered form, it has the appearance 
of dark carbon steel , often with some 
rust around the edges . As the metal 
surface comes in contact with mois -
ture , spotty surface rust develops . 
The rust uniformly progresses across 
the surface, particularly if rained on . 
After one or two months the surface 
is usually covered with a very light 
red- orange oxide . Surrounding sur-
faces receiving loose rust- particles 
get a rust-colored stain . The sur-
face oxide continues to develop and 
thicken for several months , occasion-
ally displaying a black spot or streak 
from contaminants reacting to surface 
corrosion . After a couple of years , 
having developed to a dark red- brown , 
staining slows down as the oxide lay-
er becomes more resilient and dense . 
Chloride attack can prevent surfaces 
from forming a sufficiently dense iron 
oxide , causing continuous erosion of 
the surface and eventually material 
failure . 
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Fig. BO -Weathered 
concrete on UCT 
Campus 2009 . 
Author ' S- picture . 




Switzer land , by 
Gig on/ Guyer . 
\t-n~IN' . a r chiweb . cz} 
Contrary to prevailing opinions that 
concrete ages to be unsightly , some 
contemporary architects have used the 
effects of concrete ' s weathering to 
their advantage. The precise course 
of weathering that any concrete sur-
face takes depends largely on its 
specific constitution (mixing quali-
ty , proportions , compaction, curing , 
placing etc . ) and its resultant abil-
ity to resist specific environmental 
deterioration . The main causes of 
deterioration are salt crystalliza-
tion , attack by acidic chemicals in 
the environment , frost action and me-
chanical erosion . 
Concrete possesses several properties 
of special significance for their ef-
fect on weathering . To understand 
these properties is consequently in-
weathering . 
The degree of penetration of water , 
dirt , or chemical agents like acidic 
rainwater carbon dioxide , and sulfur 
dioxide is tempered by the permeabil -
ity of concrete . Concrete ' s non-uni-
form absorption results in variable 
wetting that manifests in blotchiness 
of color and texture ; water courses 
accentuate these differences . Rough-
ness determines how much dirt can be 
held and also determines how uniform 
the flow of water across the surface 
will be . Porosity is critical for its 
resistance to frost action and chemi -
cal attack . Surface integrity and 
adequate air content protects con-
crete from deteriorating dust , ero-
sion , abrasion , mechanical damage and 
protect against damage from freezing 
and thawing or from salt scaling dur-
ing freezing . 
Detailing has an important effect on 
uniformity of water flow and wetting. 
Ill 
• 






(www . archiweb.cz) 
Fig . 83 -Weathered 
concrete on OCT 
Campus 2009. 
Author ' s picture. 
Openings and their relationship to ering steel elements all have differ-
adjacent elements signi ficantly affect ent staining characteristics . 
the degree of staining from water flow . 
Surface textures , slopes , location of 
weathering elements such as joints 
and drips are crucial mechanisms when 
designing concrete for weathering . 
The consistent weathering of a smooth 
concrete surface is difficult to at -
tain due to its tendency toward hydra-
tion and segregation discoloration , 
caused by its variable absorbency . 
Unplanned irregularities in surface 
form are usually the determinants of 
the precise patterns of discoloration 
caused by rain , and may produce light 
coloured streaks that are very no-
ticeable on discoloured backgrounds . 
Generally, surface patterning or pro-
filing or removing the thin skin of 
laitance from the surface through 
some form of etching or abrasion im-
proves consistency . 
Continually moist environments pro-
mote mold growth and discoloration , 
most significantly on horizontal sur-
faces . Roof beams , parapets , plinths , 
gutters , or insufficiently drained 
area especially susceptible to the 
growth of algae and lichens . Moisture 
movement through concrete invariably 
carries combinations of salts , alka-
lines , or lime from surrounding ma-
terials and the atmosphere and these 
dissolved co~oounds may deposit over 
the surfac as efflorescence or form un -
sightly crystal substances . A variety 
of materials coming into contact with 
concrete causes staining in combina-
tion with water . In the case of wa-
ter bypassing the protective concrete 
surface and coming into contact with 
steel reinforcing, compound deposits 
may become rust-tinged . Copper and 
copper alloys produce green staining 
on concrete surfaces as they oxidize . 
Rust from steel elements such as scaf-
folding , structural steel , bolts and 
ties from formwork and soluble com-
pounds from early oxidation of weath-
Designers occasionally harness the 
oxidation of cladding elements for 
their own purposes . The Oskar Reinhart 
Collection extension in Winterthur, 
Switzerland, by Gigon/Guyer shows how 
chemical reactions between different 
materials can add to the character of 
a building without compromising its 
durability . The project encourages 
chemical reaction in concrete . 
Prefabricated concrete walls were 
specifically designed with weathering 
in mind having a rich surface derived 
from an unusual concrete mix . Juras -
sic limestone and copper were ground 
and added as fine aggregate to the con-
crete panels mix to encourage a green 
patina to the walls . The wall details 
also allow runoff water from the cop-
per roof to deliberately streak the 
walls with copper ions to provide the 
desired effect . Rainwater from the 
copper roof has left a streaky green 
patina on the walls providing conti -
nuity between the new and the adja -
cent villa with its copper roof . 
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Fig. B4 -
Hindu temple , 
Singapore . 
Author ' s picture . 
Fig . 85 -
Ornamented 
building in Perth 
CBD, western 
Australia. 
Author ' s pictur e . 
O•·••a,Jlleilt 
(Please see the theory component for 
an analysis of developments in the 
twentieth century concerning ornamen-
tation . ) 
O rnament is necessary and inevi-
table and emerges naturally from the 
expression of embedded forces and ma-
terials , through processes of con-
struction , assembly and growth . It 
is through ornament that material 
transmits effect . Ornament is there -
fore inseparable from the object . 
The ideological abandonment of orna-
ment from modern architecture flowed 
directly from its disrespect of his -
tory and tradition . It follows that 
ornament has a powerful role to play 
in architecture as objects of recol-
lection and the use of technology to 
enforce rather that undermine memo-
ry . 
In spite the Modernist ideological 
denunciation of ornament , many build-
ings throughout the 20th century con-
tinue to effectively relate to the 
public through ornament by creating 
sensation and affect. Architecture 
needs such mechanisms as ornament 
that allow it to become connected to 
culture . This can be achieved by con-
tinually capturing forces that shape 
society as material to work with . 
Carefully considered ornament has 
great communicative potential with 
regards to culture and memory and as 
a means of engaging the urban set-
ting . By engaging the immediacy of 
our sensory perceptions in combina-
tion with weathering , ornamentat i on 
can encourage a meaningful awareness 
of the passage of time and exert its 
proper influence in the transmission 
of culture . Ornamentation has the 
ability to communicate a buildi ngs 
relation to time and culture by dat -
ing buildings and making them read-
able to future generations . 
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Fig . 86 -
Perth Council 
House , cleffrey 
Howlett & Don 
Bail-=y , 1961-
1963, Perth , 
Western 
Australia. 
Author ' s picture . 
' ... an ot•nantented structure 
should be characterized by this 
quality, nwnely that the saJDe 
emotional imptdse tha.t fto1v 
throughout hartnonionsly into 
its various forms of e.:qlression 
- of 1vhich, while the ma..~s com-
position is the tnore profotuul, 
the decorative ornamentation is 
the tnore intense. Yet tnust botb 
spring ft-otn the same source of 
feeling.' Louis Sullivan in the 
Function of Ornament (De Witt , 1996 
p. 188) 
The challenge is to create affects 
that resonate with buildings ' users 
through ornamentation ' s potential 
symbolic and metaphoric power. Orna-
ment should not be applied to build-
ings as a ' discreet non- essential en-
tity' but there should be an internal 
order between ornament and material. 
It is these kinds of internal orders 
that produce contemporary expressions 
that are resilient in time and through 
these internal orders and consisten-
cies , architecture gains an ability 
to perform relative to culture. Ex-
amples of contemporary techniques in 
ornamentation are structural patterns, 
perforated screens , various applica-
tions of tiling, pleated floor plates, 
glass tubes , laser-cut sheets, frits , 
silk- screening, etc . 
Few of the ornamental mechanisms in 
the following examples are crucial to 
the operation of the building interi-
ors , but they are fundamental to the 
affects they generate in the u rban 
landscape and t herefore f undamental 
in the suppression or enforcement of 
memory . 
Ornamentation can be grouped in com-
ponents ranging from deep to super-
ficial : Form, structure, screen and 
surface . (Moussavi, 2006) 
Ornament relates to these in a vari -
ety of ways and is further produced by 
material, and the interplay of these 
materials with t he form, structure, 
screen or surface, transmitting unique 
affects in each case . In our contem-
porary situation, ornamental expres-
sions emerge mainly t hrough screens 
or skins . 
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Fot•tn · lYhe•·e the Ornament:.-.1 
E~]JI-ession is Produced by the Build-
ing's Entire Organization. 
The entire organization of the Ma-
rina City Apartments produces its or-
namentation. By visually merging two 
programmes with entirely different 
organizations they create a dynamic 
fluted effect. Together, the project-
ing balconies of the radial apartment 
floors and the spiraling floors of the 
parking section combine to produce 
an effect that provokes a varie t y of 
symbolic associations, t empering the 
alienating scale of the towers . 
ll8 -
Conventional strip windows are re-
placed by combinations of decorative 
bands of horizontal strips of hol-
low Pyrex tubes, blurring the interi-
or that is visible behind the double 
he i ght glass tubes and producing a 
banded column effect out o= the com-
bination of alternating floors and 
mezzanine levels together with the 
rounded profile corners . The horizon-
tal nature of the glazing repeats t he 
br i ck bands that define the floors. 










Laboratory Towar , 
Frank Lloyd 
Wright , Racine, 
us. 1950 . 
Untraceable 
!:lource . 
Fig . 89 -
Tower of Winds , 
Toyo Ito, Yokoha-
ma , J apan, 1987 . 
Untraceable 
source . 
Fig . 90 , 91 
Carson Pirie 
Scott Department 
St ore , Louis 
Sulli van , 




Toyo Ito ' s Tower of winds and its or-
namentation holds a precarious posi -
tion in the discussion about memory/ 
alienation but it adds to the dis -
course in meaningful ways , particu-
larly through its interaction of the 
ornamentation with t he natural envi -
ronment. It produces a dematerial -
izing effect by c l adding an exist -
ing cooling tower with layers that 
respond to environmental conditions 
throu gh light ing : neon tubes , mini -
lamps and floodligh ts , r e flec t e d in mi r-
ror and perforated aluminum panels . 
The building mediates changes in the 
environment in an exciting and visu-
ally stimul ating way , but undermines 
memory t hrough its immateriality and 
its dematerializing effects . 
Strttcture- wlae••e tlae Ornamen-
tal Expression involves tile Buildings 
Load Bea:l"ing Structure. 
. _,---
The ornamentation in the f a c:;ade of 
this building engages the user in an 
exciting and provocative , yet subtle 
way , allowing for memorial associa-
tions and a rich sensorial experi -
ence . Decoration consists of terra-
cotta tiles that line the deep jambs 
and headers made available by the re -
cessed glazing in t h e structural grid 
and t his occupies the typical view-
point for passersby on the pavement . 
The location of t he decoration is en-
tirely determined by the pedestrian 
view and the sills not visible from 
the pedestrian perspective are emp-
ty . The face of the structural grid 
remains undecorated , thereby priori -
t izing the obl i que ove r the frontal 
privilegi ng the structural grid and 
giving the building a more restrained 
appearance in its urban context . 
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Ornamentation is produced t hrough the 
structu ral grid t hat is composed of 
unique external s tructural units that 
envelope the building, producing a 
directional latticed affect . Unlike 
in t he case of the typical curtain 
wall , g l ass is set back and separated 
from t he separate , thereby prioritiz-
ing the exterior lattice . In order t o 
give directionality to t he lattice , 
t he precast units taper and use pin 
j oints that break the continuity of 
t he lattice in the horizontal dimen-
sion . 
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This bu i l ding s hows the difficul ty 
of suppressing ornamentation even 
wh en ideological commitments dictate 
against its use . Ornamentation is 
extensively used to create t he de-
sired vertical effects by attach ing a 
series of decorative I - beams to t he 
envelope that prioritize the verti -
cal lines of the structure over the 
horizontal floor p lates. Decorative 
I - beams are attached to express the 
concealed structure beneat h , while 
the actual s t ructural columns are en -










Fig. 93, 94 
Seagram Building, 
New York , US , 
Ludwig MLes van 




De Young Museum_, 
San Francisco, 
US, Herzog & de 
1-ieuron, ~005 . 
Untraceable 
source. 
Fig . 96,97 
Institut :iu Hon:ie 
Arabe , Jean Nouv-
el, Paris, France , 
1987 . 
Screell- where tlte Ornanten-
tal ExJ.n-ession i~ p1•odnced tltrough 
Layers inserted between the Inte••ior 
and E~'terim·, maintnining some Vis-
ibility ofthe Interior. 
The museum is enveloped in embossed 
copper sheets that translate images 
of vegetation from the surroundings 
i nto a pixilated matrix . The pat -
terns are produced through a series 
of embossing and perforations and do 
not depend on the literal legibility 
of the original generating images . It 
s i mply creates affects 'through pat -
terns that resonate with the natural 
context . 
I mages of vegetation are inverted and 
digital l y converted into a dot ma-
trix . The pattern is then translated 
i nto an alternating grid of protrud-
ing and depressed embossing to dif-
fe r ent depths that respond to differ-
ent tones in the image . Different 
d i ameters of perforation are pro-
jected onto the panels in response 
t o ventilat i on and ligh t ing r e qui r e -
ments . Du e to the misal i gnment of the 
t wo patterns , the perforations do not 
cance l out the embossing . 
• 
The ornamental expression of the en-
velope is produced through diaphragms 
operated by computer- controlled sen-
sors that vary their l evel of opening 
over the course of the day according 
to light intensity, casting patterns 
of light and shadow that create a geo-
metric affect on the interior . By 
using t h is mechanized version of tra-
ditional ornate screening, the geo-
metric pattern effect effectively re-
fers back to Arab culture . 
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A differentiated appearance is cre-
ated by the pixilated patterning of 
colorful square panels combined with 
irregular windows and a horizontal 
screen of louvers . Variations in 
color and pattern innovatively inte-
grate window openings and solid walls 
into dynamic pattern . Three layers 
are used to produce the pixilated ef-
fect . Random square window openings 
pierce the outer concrete s hell , col-
ored corrugated panels unify open-
ings and solid walls into a series 
of pixels and the outer layer acts 
as a screen that further masks the 
difference between opening and solid 
through a layer of transparent glass 
louvers controlled and adjusted by 
temperature sensors . 
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Fig . 98 , 99 
Torre .1\gbar 
Headquarters , 
J ean Novel , Bar-








Herzog & de Meu-
ron , 1999 . 
Untraceable 
source. 








Surface -where the m·namen-
tal exp1-ession is produced through an 
independent, detached layer. 
- .::::- •-! -::.._>~-~--~:-A .... ---- .... .:: , 
__ :~=<', , ." ;"~. ~._u"~'. , _)'" · ~ . 
The library's exterior is clad in 
bands of decorated concrete and glass 
panels that are covered with silk-
screened photographic images . The 
decorated panels mask the presence of 
interior floor slabs and walls by not 
accurately corresponding to them in 
height . Clerestory window masked by 
silkscreened glass panel above head 
height provides diffuse lighting . 
Double- height silkscreened images 
are cut off by transparent windows . 
Transparent windows interrupt serial 
pattern of images . The ceramic fri t 
glass panels are produced t hrough a 
silkscreening process where a silk-
screen is placed over the glazing and 
covered with ceramic through a screen . 
The silkscreenis t hen removed and the 
ceramic is heat fused to the panel . 
The concrete process starts by silk-
screening the image onto the formwork 
liner using setting retardant . The 
panel is then cast and finally removed 
from the formwork after setting . The 
retarded , unset concrete is then sim-
ply rinsed from t he panel . 
An interesting visual effect is pro-
duced through cladding the ordinary 
volume of an electrical signal box in 
thin horizontal copper bands . A vi-
sual depth of the envelope is created 
by twisting the copper at strategic 
locations that allows light to in-
terior spaces , providing an uninter-
rupted transition from a flat fa<;ade 
to a screen of twisted louvers . De-
pending on the vie~~oint , areas where 
the louvers are twisted appear either 
opaque or transparent, alternately 
revealing or concealing the ' interi -
or ' building . 
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The various features of weathering 
(bio- deterioration , staining , erosion 
etc . ) that have been considered above 
can function as ornamentation . This 
kind of ornamentation is dynamic and 
brings another dimension to ornamen-
tation , in that the ornamentation now 
functions as a record of the build-
ings memory , in more than purely sym-
bolic ways . 
Herzog de Meuron ' s Zaugg studio dem-
onstrates the utilization of the or-
namental capacity of weathering . Iron 
is deliberately collated on the roof 
in order to produce colorful run-off 
stains on the 
crete walls . 
otherwise plain con-
Coticlttsiotl 
A thorough consideration of every ar-
chitectural project ' s temporal nature 
is crucial to the retention of the 
memory of the urban environment and 
its denizens . By the appropriate and 
critical use of building technology, 
weathering and ornament can greatly 
contribute as reinforcements of au-
tobiographical and collective , urban 
memory . 
Consequently , the following guide-
lines are to be considered in any ar-
chitectural project with this aim . 
• A t•econsidei-ation of the 
modern endeavor for newness. 
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• Allolvance fot• continuity 
between the past, present and 
the f\tture. 
• Respect for the temporal-
ity of the architectural p1•oject 
through material choices. 
• Deliberate design with re-
g;ards to 'veathering. 
• Facilitating architecture's 
change over time. 
• Use of architecture to con-
nect 'vith the past. 
• Deliberate use of ~')'lnbol­
ism and decoration to create 
tnnemonic associations. 
• A focus on tnateriality and 
the seusot•ialnature of the e~'}le­
rience of architecture. 
• .. <\ccommodating tlte expe-
rience of the passage of titne in 




y design project is entitled 
and it explores the 
s. , ; 
: 
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Fig . 103 
Municipal area 
map , 1964. 
Fig . 104 
St Martini , Ger-
man 
Lutheran Church 
and Manse in Long 
Street, early 
1900s . Photo from 
Church ' s 
private 
archi 'i•·es . 
Aldo Rossi ' s theories of permanences , 
as explored in my theory component , 
g r eatly i nfluenced my choice of proj -
ect and site . 
In the d i scour se of memory ' s rela-
tionship to a city , the importance 
of permanent urban artifacts lies in 
the i r capac i t y as s i gnificant cons t i t -
uents of the city . These artifacts 
have the abil i ty to eith er enable us 
to understand the city in its tot al -
ity, bringing t h e past into the pres-
ent for us to experience , or to appear 
as a series of isolated elements that 
we can link onl y vague l y to an urban 
system, appear i ng with respect to the 
city as isolated and aberrant . St Mar-
t i ni is utilized solely by the German 
community of Cape Town , and is lo-
cated at the top of Long Street , where 
it intersects with Kl oof Street , Loop 
Street and Bui tens i nge l. 
Al do Ros si 's classification of perma-
nent urban artifact applies to this 
s i te for a number of reasons . Be -
cause of its fo r m, longevity and its 
l ocation in the city grid , the chosen 
site and bu ildings are .~U~l.....t.£...1.i.tl.~ 
£.~~.1££nt-£l.~~ Thus , it has 
great l y contributed to what consti -
tutes the city of Cape Town in terms 
of history , art, being and memory . 
Because of its power as a perma-
nent artifact, it bas the ability to 
t•etard o1• accelet•ate the urban 
process and hat~ great potential 
as a n1ne1nonic de-vice in the 
city. 
Fig. 1 05 
St Martini Church 
as seen from 
Orange Street , 
early 1900s . 
Photo from 
Church' s private 
a rchives . 
Fig . 106 
View down 
Orange Street 
from Orange , Long 





a r chives . 
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Fig. 107 
Present day 
context . Sketch 
by author. 
Fig . 108 
Site as seen from 
Loop and Orange 
Street intersec-
tion . Sketch by 
author. 
Fig. 109 
Panorama of the 
top of Long 




Street . Sketch by 
author. 
The site as a whole h~~~~£~~.many 
changes throughout its 160 year life 
span , but few have ,££Siti;yely, con-
tributed to the .. ..1;/;.f.~U.-~.i-,mtent'" 
encouraging its oa~~9.togical tr~jec­
tory , and as a result , it has gradu-
ally receded from ~tJ.Y~-~ 
urban life denying pu~~~- engagement 
with the artifact~ 
The artifact has some peculiar path-
ological problems . In spite of its 
dynamic form, it stands in isolation 
from the city, hidden by overgrown 
plants, dilapidated buildings and 
vehicle- favoring site boundaries . It 
has not proved to accommodate differ-
ent functions over time, a criterion 
of vital/propelling urban artifacts . 
The building has stopped condition-
ing its surrounding urban area and 
has not evolved socially and techno-
logically with the rest of the area , 
corning to function more like a museum 
piece, in spite of weekly services 
that are held . 
The proposal will seek to establish 
a significant public place with~ 
namic relationships between old and 
new that would mean that the church 
building would take part in a new ~ 
mal composition , as well as a new pro-

















Fig . 111 
Loop Street view 
of manse ~ 
Author ' s picture . 
rig . lC 
Edge condition at 
Kloof, Long and 
Orange Street 
intersection ~ 
Author ' s picture. 
Fig . 113- 115 
Long Street. 
AuthJr ' s 
pictures. 
Existittg 
( 'ont(''t mad ( rhnn Etn it•omn(•nt 
T oday, the site experiences ur-
ban significance as an intersection of 
various activities and street condi -
tions . 
This intersection experiences high 
pedestrian and vehicular traffic 
throughout the day and is a signifi-
cant place in t he day to day lives of 
a large nuinber of people . Long Street 
is colloquially known as the most ex-
citing street in Cape Town, and ex-
periences heavy traffic from tourists 
and locals throughout the day and 
night. It enjoys representation of 
many cultures . 
Typically, buildings in 
open onto the street itself , with nar-
row colonnades right up to the side-
walk . The human scale is one of the 
healthiest in the city - the street 
has a fine grain of buildings with 
reasonably narrow building front -
ages . The historic layering of the 
buildings in the street contributes 
to this variety , with a variety of 
styles from different periods. The 
older buildings in the street are ex-






Fig . 116 
Colonnaded side-
walk outside the 
Turkish Baths , 
Long Street . 
Author' s picture . 
Fig . 117 
View of church as 
seen from Long 
Street 
intersection. 
Sketch by author. 
Fig . 118-1::'2 
Typical buildings 




In contrast , the character of the par-
allel street , which is 
on the Northern side of the site , is 
considerably less dynamic . The top 
of Loop Street is more homogeneous 
in function , with much larger build-
ings that occupy whole city blocks to 
maximum bulk (25m high) . There is a 
higher ratio of office space in this 
street , and ground floor conditions 
stand in stark contrast to those in 
Long Street , with ground floors of-
ten functioning solely as entrances 
to the upper interiors of buildings . 
This part of the street favors vehic-
ular rather than pedestrian traffic , 
due to scale , grain and ground floor 
functions of buildings . 
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Fig . 1::'3 
Intersection of 
Loop and Orange 
Streets . 
Sketch by author . 
Fig . 124 
Loop Street site 
boundary . 
Author' s picture . 
Fig . l:CS 
Mosque opposite 
church on Loop 
Street. 
Author ' s pic ture . 
























Historically significant buildings 
surround St Martini; an old mosque 
on Loop Street, t h e Turkish Baths at 
the very top of Long Street , next to 
t h e residential Queen Victoria Cou rt . 
All of these are heritage sites . 
Newer bui ldings also function sig-
nificantly, with a large residential 
block of flats exhibiting a changing 
billboard, 7 storeys high, which f unc-
tions as a landmark, at the bottom of 
Kloof Street . 
Th e site is naturally oriented to face 
the mountains sheltering the City 
Bowl, specifically Table Mountain. The 
landscape north of the site slopes 
steeply up to Buitengracht, and on to 
Signal Hill . This means that traf-
fic coming down the hill looks down on 
to the site so that the buildings and 
activities of the site are observed 
from a variety of perspectives . 
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Loop Street view 
of site . 
Author ' s picture. 
fig . 130 
Loop Street view 
of site. 
Author' s picture. 




Author' s picture . 
fig. 132 
View of site from 
Loop and Orange 
Streets 
intersection. 
Author' s picture . 






Author ' s picture . 
Fig . 134 
View up Long 
Street with site 
on right . 
Author' s picture. 
Fig. 135 
Site plan before 
consolidation o f 




Long Street v i ew 
o f orphanage, 












~he site as it is known today is 
actually a consolidation of a number 
of erfs . The first development on the 
site came in 1814 in the form of an 
orphanage . The site was originally 
intended as an asylum for widows and 
old women and foundations were laid 
for this purpose . However , this plan 
was adapted and the foundations were 
used for Cape Town ' s first orphanage . 
The orphanage was designed by one 
of the fi r st renowned architects to 
practise in Cape Town , Louis Michel 
Thibault . The Church was designed 
and built by Peter Penketh , the only 
practising architect in Cape Town in 
the 1840s . 
In 1851 the four erfs that make up 
the site underwent consolidation for 
the construct:ion of the church and 
its manse. The Church ' s construction 
followed a congregational schism in 
the Lutheran community of Cape Town. 
In 1853, t:he St Martini Church was 
dedicated, but after a short while 
the congregation was dissolved . The 
church remained unused until German 
services were re-instituted a few 
years later , and St Martini was for-
mally founded . 
1-13 -
In 1929, the Sou t h African College In 1978, the Dairy moved ou t and t h e 
t hat eventually bec ame UCT mov e d into building was let to a garage. 
t he front rooms o f t he orpha na ge. 
In 1923, the orphanage was sol d to 
Bechuana1and Dairies . At t h is stage, 
Orphan Street separated t he Church 
and the orphanage . 
In 1939 , the original front fa~ade was 
demolished and replaced by a glazed 
brown brick fa~ade . Gradual but sig-
nificant alterations and demolitions 
rendered the original orphanage build-
ing unrecognizable by the end of the 
Second World War . 
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In 1981, the site and its buildings 
were expropriated as compensation for 
loss of land and buildings due to a 
road widening scheme involving Buit-
ensingel and Loop Street . This plan 
would have resulted in the loss of 
a significant portion of the Church ' s 
land, and the demolition of the manse, 
but for reasons unknown was not ex -
ecuted by the municipality . However, 
the plan did have a significant nega-
tive impact on the site . A new , un-
sightly boundary wall was built along 
Fig . 137 
View of buildings 
on site fran Long 
Street. 
Author ' s 
picture, 
Fig . 138 
Upper Long Street 
boundary showing 
curved face brick 
wall dividing the 
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Author t s 
picture . 
Fig . 141 
Edge of existing 
secondary hall 




Edge of existing 
secondary hall 
onto Orphan Lane. 
Author' s 
picture . 
Fig . 143 
Long Street ve-
hicular entrance 
onto site, with 




Fig . 144 
Loop Street view 
of the church , 
secondary hall 
and surrounding 
office buildings . 
Aut hor' s 
picture . 
t h e proposed building lines , separat - engage street activity . 
ing the manse from the c hurch , and the 
entire oprhanage building was demol-
ish ed . Oprhan Street was closed and 
replaced by St Martini Hall and a kin-
dergarten on the consolidated land . 
The initial plan was to pedestrian-
ise Orphan Street , but instead it was 
closed off completely . The Communi-
ty Hall was built in 1 981 , after the 
demolition of the buildings on the 
original orphanage site . To date i t 
is incongruous with the surrounding 
buildings and urban fabric ; it has a 
harsh and unsight l y wall which fronts 
on to Long Street , with no attempt to 
Although serving the Lut heran congre-
gation in a valuable way, the site 
continu es to recede into a pathologi -
cal s t a t e because the changes to the 
property since 1981 have been detri -
mental to the urban environment and 
to the church ' s value as an histori -
cal artifact . 
U5 -

E' i g . 145 
Loop Street vi.ew 
of church and 
mosque . 
Author ' s 
picture . 
Jl[ propose a reinterpretation of t he 
existing programme of the site in or-
der to complement the surrounding ur-
ban dynamic . This will largely mean 
re - considering the detrimental chang-
es made to the site in the 1980s. 
The new site development will ac -
knowledge and harness the signifi-
cant public space at the top of Long 
Street and couple the existing social 
dynamic with the inherent but cur-
rently obscured place- making ability 
of the existing historic forms . I 
believe this will engage and reveal 
the previously obscured memory of the 
' place ' . At will be drawn to 
the passing and meaningful 
connections and old will 
be made . • 

Fig . 146 
View of church 
windo ws from Loop 
Street boundary . 
Author ' s 
picture . 
Fig . 146 
Conceptual sketch 
of wrap-around 
buil ding and 
courtyard spac-
es adj acent t o 
church . View from 
Long Street . 
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I propose to re- programme the site to 
be mixed use rather than only private . 
This will greatly remedy its patho-
logical state . New components to the 
design will consist of a mixed- use 
slab- like building , an open , public 
square , and a linear buil d i ng t hat 
wraps around the historic buildings . 
The existing historic buildings wi ll 
be incorporated into the new programme 
and t heir programmes adapted to work 
symbiotically with the new spaces . 

























for office space 
boundary wall 
according to road 
widening scheme 
gramme cons ists of thos e things that 
the church needs to function: recep-
tion , library, meeting rooms , offices , 
storerooms , archives , toilets , kitch-
en etc . 
I will introduce a public programme 
b y equipping the existing church hall 
with corresponding service spaces 
that enable it to be multifunctional 
- these service spaces (including a 
kitchen , store rooms , change rooms , 
meeting rooms , waiting rooms etc . ) 
will be linked with the church ' s pri-
vate spaces with the options to be 
used both publicly and privately and 









The church' s specifically private 
functions will largely be accommodat-
ed on the first floor of the wrap- around 
building (discussed in the next sec-
tion) , but will also be mixed with 
the primarily public prograrmnes on 
the ground floor . The majority of the 
ground floor spaces on the site will 
be for the public , including the hall 
space , retail/restaurant spaces , and 
public landscaped outside spaces . 
Private church space on the ground 
floor will occupy a relatively small 
area , between the surrounding re -
tail spaces with access from court-
yard spaces between the church and 
new buildings . 
Fig . 147 
















The func t ions accommodated by the 
slab building (di scussed in the next 
section) wi l l be publ ic retail and 
restau rant spaces on t he ground and 
first floors . Offices will occupy the 
second, third and fourth floors , and 
private r esidential will occupy the 
remaining three Doors . Access to the 
upper floors of the slab building will 
be t hrough two service cores from the 
ground floor . 
Th e a i m i s for t here to be a dynamic 
mix of p r ivat e and public activities 
t hat energize each other , and bring 
life to t he site . 
Th e u rban agenda of t he new site de -
velopment i s to draw t he existing pe-
--
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destrian movement of Long Street in 
through the site and around the his -
toric buildings via small scale retail 
opportunities etc . which will encour-
age maximum movement across site . Long 
Street's scale (with its colonnades 
onto the street) and its rhythms are 
pulled back onto the site and these 
patterns will wrap around the square, 
the church and the manse . 
The main access to the church hall 
will remain through the original en-
trance on Long Street , although ac -
cess to the site will be open and no 





Fig . 151 
West East section 
through public 
square. 




Fig . 153 
Conceptual 
West East sec-
tion through site 
showing spatial 
relationships . 




Fig . 155 
Outline of South 
North section 
through site . 
Fig . 156 








vide a public place that encourages 
maximum visual engagement with the 
historic buildings on the site . Thi s 
will mean the removal of the second-
ary hall and its associated services , 
making allowance for these programmes 
in the existing Church and new build-
ings . 
The square will be structured by the 
church on the southern side , with the 
new slab building and wrap around 
building on the northern side . I t 
will parallel the orientation of the 
church , opening on to Long Street 
where most of the pedestrian traffic 
is , and it will enjoy a view of the 
mountain . This will creat e a wel l 












en storeys, vertical , slab- like and 
mixed use ; the building will function 
as a book- end to the northern side of 
Long Street . This will face on to the 
public square and the existing church 
building . The slab will be slender 
with a hard edge onto the square to 
define the space between it and the 
church . Through its minimal , strong , 
flat fa<;ade , it will accentuate the 
dynamic form of the church and by mak-
ing the programme more vertical , it 
will open up the square and give defi-
nition to it , also allowing for free 
movement across the site between Long 
and Loop . Symbolically , the fa<;ade 
f\ 
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facing the square will reference sym-
bols used in the church through deco-
ration . 
A colonnade on the ground floor of the 
slab building will extend the exist -
ing sidewalk condition of Long Street 
by drawing the sidewalk into the 
site , around the square and church 
and up to the intersection that leads 
to Kloof Street . This will make the 
site, which at t he moment is com-
pletely privatized, much more public 
and will provide circulation across 
the site where previously there has 
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a 
two storey building that twists in 
between the existing original manse 
and the church building , and in so 
doing creates courtyard spaces . 




The ground floor will mostly be devoted 
to small - scale public retail and res -
taurant spaces in order to pull pedes-
trian traffic around the church build-
ing from Long Street . This northern 
side of the building will respond to 
Loop Street with a solid , hard edge in 
contrast to the southern side of the 
building which will have a soft , per-
meable edge , with a glass wall con-
taining the double volume space that 
looks on to the courtyard . The first 
floor will be devoted to the church ' s 
private programme . 
. '~~ 
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a variety of outside spac-
es that hug the original buildings 
enabling a full appreciation of the 
historic forms and the memory embed-
ded therein . The division between 
outside and inside will be blurred, 
making the courtyard spaces between 
the church and the new building func -
tion as ' internal ' spaces . 
Building materials and surface cover-
ings (like flooring) will extend from 
outside across the glass skin to the 
interior . This will perpetuate the 
blurring of delineation between in-
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a large part of the manse will be 
converted into restaurant space that 
opens onto Long Street and the in-
tersection . A section of the western 
portion of the manse will become part 
of office space that faces Loop Street . 
The connection between the new build-
ing and the manse will be through a 
double volume space . Access to the 
offices will be from Loop Street . 
a wid-
ening of the movement route up and 
down Long and Kloof Streets. A lane 
of trees on the southern edge of the 
site will channel the busy pedestrian 
movement . This will also serve as a 
barrier between the traffic around the 
intersection and announce the pedes-
trian entrance to Long Street . 
the existing church 
hall will be supplemented by service 
spaces in order for it to take on a 
variety of functions . While continu-
ing to provide a place for worship , 
the new programme would allow the hall 
space to be utilized as a public hall , 
exhibition space , performance space 
15~ -
and for other miscellaneous activi -
ties . Service spaces will be housed 
in the adjacent linear wrap-around 
building with access to the church 
through existing storerooms that en-
ter onto the stage . This hall space 
will continue to be managed by the 
church and provide additional income 
in its greater capacity to serve the 
community . 
I propose the continued use of one 
hall instead of two in order to avoid 
the privatization of a larger space 
than necessary , in this vibrant, pub-
lic place . Two halls are unnecessary 
if one stands unused and empty six 
days out of seven . The way in which 
the church hall is currently used is 
ineffecient and it keeps the valuable 
architectural artifact from being ap-
preciated by the larger public . 
-.1 . '• l 1 ' ' : • -:: : will be 
taken underneath the square where ap-
proximately 200 bays will be provided 
for on two levels , to make more ef-
ficient use of valuable city space . 
Access from the parking to the ground 
floor will happen through the proposed 
slab building ' s service core . The ve -
hicular entrance to the Parking will 
be through t h e ground floor of the slab 
building in Loop Street in order to 
cause the least disturbance to pedes-






The new buildings proposed will 
dialogue deferentially with older 
buildings, while strong and signifi -
cant in their own right . 
The southern corner of the site 
will be densified , formally and pro-
grammatically , in order to clear the 
square for pedestrian use and to give 
it strong formal definition . 
Long Street ' s end and Kloof 
Street ' s beginning will be articulat -
ed so that the crossing of a thresh-
old is experienced . 
Formal parallels will be drawn 
between the new and the old through 
vertical elements on linear , horizon-
tal forms , and vertical elements will 
be used throughout the new buildings 
that speak to the vertical character 
of the historic buildings . 
Ornament will be used to rein-
force historic association . Symbolism 
and decoration will be deliberately 
11 r~ 
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used to create mnemonic associations . 
Existing symbols will be respectful -
ly referenced; stained glass , hard 
stepped edges , colors , subtle decora-
tion such as variation in the plaster , 
vertical forms etc . Symbolism in the 
wrap- around building will be subtle , 
with form being the main communica-
tive device between new and old . The 
use of symbolism will be bolder in 
the fa9ade of the slab building . The 
structure of glass facades through-
out the design will be sensitively 
decorated to make connections with 
the stained glass and other elements 
throughout the church . Repetition of 
symbols found in church such as the 
grouping of elements in threes , the 
pointed arch , the circles found on 







and the hard stepped edges . 
Different street conditions 
will be responded to appropriately ; 
open , permeable spaces towards Long 
Street and strong , hard, edges on 
Loop Street and the western portion 
of Buitensingel Street . 
Materials (concrete , copper and 
glass) chosen for how they : are able 
to reflect a narrative about the build-
ings ' age ; are transformed through the 
events and activities that the build-
ings witness ; encourage an awareness 
of and engagement with the passage 
of time ; are able to resist the ele-
ments while still reflecting material 
change over time . A pallet of sym-





used ; light 








concrete , glass 
Surfaces will be treated 
to correspond in some way to the ex-
isting surfaces through textures and 
colors . 
There will be visible formal 
and symbolic dialogue between new and 
old . The new buildings will twist 
in between the older buildings , form-
ing vibrant courtyard spaces. New and 
old will draw attention to each other 
through contrast and similarity . The 
asymmetry of the wrap- around build-
ing will contrast with the historic 
forms . Existing vegetation will re-
main where possible . The new avenue 
of trees along Long street will be a 
composite of existing and new . 
--·- ·-·----__ l 
Hard/ soft : edge conditions on 
to Long Street will be soft and per-
meable . Buildings will back on to 
Loop with a harder edge . The contrast 
between heavy and light elements will 
be clearly expressed . 
- The whole composition will be ori -
ented to make best use of souther 
views of the mountain and surrounding 
landscape . 





building elements rather ad-
Vegetation will be used as 
the building' s finish . 
will be chosen that leave 
patterns and markings on con-
crete surfaces, which will make for 
ongoing decoration and variation in 
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